National Library
of Canada

i+l

du Canada
Canadian Theses Service

Ottawa, Canada
K1A ON4

NOTICE

Thequality of this microform is heavily dependent upon the
quality of the original thesis submitted for microfilming.
Every etfort has been made to ensure the highest quality of
reproduction possible.

1 pages are missing, contact the university which granted
the degree.

Some pages may have indistinct print especially if the
original pages were typed with a poor typewriter ribbon or
if the university sent us an inferior photocopy.

Reproductionin full or in part of this micreform is governed
by the Canadian Copyright Act, R.S.C. 1970, c. C-30, and
subsequent amendments.

NL 339 (r 88/04) ¢

Bibliothéque nationale

Service des théses canadiennes

AVIS

L.a qualté de cetle microforme dépend grandement de la
qualité de la thése soumise au microfilmage Nous avons
tout fait pour assurer une qualité supérieure de reproduc-
tion.

S'il manque des pages, veuillez communiquer avec
luniversité qui a conféré le grade

La qualité dimpression de certaines pages peut laisser a
désirer, surtout siles pages originales ont été dactylogra-
phiées a f'aide d'un ruban usé ou siluniversité nous a fail
parvenir une photocopie de qualité inféneure

La reproduction, méme partielle, de cette microforme est
soumise A la Loi canadienne sur le droit d'auteur, SRC
1970, ¢. C-30, et ses amendements subséquents.

I+

Canadi




Tales of People and Power:

Brazilian Telenovelas and the Politics of the Popular

Liliam Beatris Chagas de Moura

A Thesis
in
The Department
of

Communication Studies

Presented in Partial Fulfilment of the Requirements
for the Degree of Master of Arts at
Concordia University

Montreal, Quebec, Canada

August 1991
© Liliam Beatris Chagas de Moura, 1991



T

B

Bibliothéque nationale

National Library
du Canada

of Canada

Canadian Theses Service

Ottawa, Canada
K1A ON4

The author has granted an irrevocable non-
exclusive licence allowing the National Library
of Canada to reproduce, loan, distribute or sell
copies of his/her thesis by any means and in
any form or format, making this thesis available
to interested persons.

The author retains ownership of the copyright
in his/her thesis. Neither the thesis nor
substantial extracts from it may be printed or
otherwise reproduced without his/her per-
mission.

Service des théses canadiennes

L'auteur a accordé une licence irrévocable et
non exclusive permettant a la Bibliotheque
nationale du Canada de reproduire, préter,
distribuer ou vendre des copies de sa thése
de quelque maniére et sous quelque forme
que ce soit pour mettre des exemplaires de
cette thése a la disposition des personnes
intéressées.

L'auteur conserve {a propriété du droit d'auteur
qui protége sathese. Nila thése ni des extraits
substantiels de celle-ci ne doivent é&tre
imprimés ou autrement reproduits sans son
autorisation.

ISBN 0-315-68753-3

L4

Canadi



Abstract

Tales of Peopie and Power:
Brazilian Telenovelas and the Politics of the Popular

Liliam Beatris Chagas de Moura

This thesis examines Brazilian television drama productions in the
light of theoretical debates informing the study of popular culture and
popular television. The production process, narrative styles and the broad
cultural context of reception construct the Brazilian telenovela as a unique
televisual narrative. The overwhelming popularity of the programs within
the national context is largely due to their appropriation of Brazilian
subjects, settings and characters. Contemporary prime time telenovelas
articulate a collective cultural imaginary specific to the Brazilian social
formation. Plots and story lines illustrate the critical potential of Brazilian
television's most popular genre, It is argued that telenovelas played a role in
strengthening a national privately operated television industry, best
represented by Globo Network. Lastly, Globo's worldwide export of dramatic
serials and their popularity among international audiences gives way to a

critique of the cultural imperialism thesis.
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Introduction

Telenrovelss are drama senals produced and shown in television
stations throughout South America. They are datly programs lasting
between five and eight months and produced by nationally recognized
writers, directors and actors. Since the early 1970s, telenovelas have become
Brazil's fotemost form of popular culture. Telenovela viewing is a daily habit
for millions of Brazilians across the country; three of the major private
networks broadcast them on prime time, reaching an average national
audience of nearly sixty million .

Telenovelas are Brazilian television's greatest phenomenon they are
popular, affordable and 'made in Brazil'. Rede Globo developed in the past
two decades an efficient structure for drama production, which has pushed
the entire industry towards more production and less imports The result 1s
that today Brazilian networks produce most of what is shown on the peak
viewing times and Globo is ranked the fourth largest private television
network in the world.

A short summary of the present situation of the Brazilian television
industry seeks to provide a better picture of organizational and
programming patterns. Brazil is a country of one-hundred and forty million
people and the national television audience 15 estimated to be over eighty
million. Four TV networks, all privately owned and operated, Globo,
Manchete, SBT and Bandeirantes, broadcast on a nafional basis and cover
nearly 100& of the country. TV Globo is by far the leader in number of
stations, volume of production and audience ratings Also, Globo pulls over

60% of the total advertising expenditure in television. In addition to the



comriercial networks, there is a public sector controlled by state
governments. The public system is totally sponsored by government
funding and is devoted to educational, community and cultural programs.
With the exception of TV Cultura of S3o0 Paulo, the public system asa rule
reaches a very limited audience Pay TV services (through microwave) are
available only 1n Sdo Paulo and Rio (the major cities), and because it is
relatively new its effects still cannot be measured. Regional stations, also
private, are usually affiltated to one of the main networks but they also
produce programs of interest for a specific region or locality, as in the case of
RBS TV 1n southern Brazil.

Brazilians watch, on average, four hours of television daily. On prime
time (5 pm to !1 pm) 958 of Globo's programming is produced by the
network itself. Imported material (“canned” films and serials), including
news footage, represent only 18 to 20% of programming (Marques de Melo,
1988) Telenovelas are the chief television programs in Brazil, and 5lobo
has been the main producer since the seventies. Globo's weekly prime time
srhedule is comprised of four daily telenovelas, local and national newscasts,
musical programs, humorous shows or feature films (ysually American). The
ferocious competition among the networks is fought over telenovelas. The
first upset to Globo's prime-time supremacy in the latest years came in
1990, when the telenovela Fanisna/ increased Manchete Network's ratings
from 4% to 208 finally changing the figures of audience ratings on prime
time. One television executive in Brazil once observed that. Brazilian TV was
the only one in the world to have its prime time hour filled with su3p operias
For this and other reasons, telenovelas have become a typically Brazilian

genre



It is my contention that prime time drama programming of Brazthan
television is significantly different frem Nerth Amertcan and British drama
productions, most notably because of thematic treatment, form of address
and narrative styles. Brazilian television, especially the private monopoly
Rede Globo, must be comprehended and situated in relation to the large
international context of television broadcasting. Television in Brazil is
dominated by national programs instead of Amertcan drama serials as
happens virtually everywhere else (specially in the less industrialized
countries).

This thesis is an attempt to assess Brazilian telenovelas by using the
theory, the literature and the terminology arising from the heated debate
about the emergence of popular culture forms in tndustrialized socteties
Cultural studies provides a critical approach that frames popular culture as a
site wherein political and social interactions are activated and struggles
between ‘dominant’ and ‘oppostitional’ meanings become possible The f{irst
chapter is a review of theoretical formulations and critical posittons which, [
think, are the most relevant to the study of the popular’ in contemporary
media.

The second chapter explores the development of television in Brazl.
The commercial model for television broad-asting, the strong role played by
the State during the military regime and the fast trajectory of Gloho Network
are key factors in determining how Braziltan TV looks like and why To
explain Globo's leadership and growing success, [ draw largely upon the
concept of hegemony as advanced by Todd Gitlin and Stuart Hail

The second part of the thesis is devoted to investigating the popular
‘ethos’ of Brazilian television [ watched many hours of telenovelas, all

showed in the last ten years, and I became convinced of their complezities
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as narratives of entertainment and as texts of popular culture. The primarily
task of my analysic of telenovelas is to peint out the ways they articulate a
genuine Brazilian cultural imaginary; why they are so engaged in telling
stories related to Brazil of the past, the present and the future. Secondly, it
is to suggest the positive potential of the genre in addressing questions
motivated by concrete social and political consciousness of the cultural
producers.

In short, the general goal of what follows is to investigate how the
popular and melodramatic telenovela genre, with its stories about ‘big’
people in small towns and ordinary people in urban centers, articulates
discourses about social struggle and about power. In the way, it stands out
that organizational and economic conjectures involved in television
broadcasting also determine how trivial or how progressive popular

television in a developing country can be.



Chapter One

Mass Culture Popular Taste and Cultural Studies

The wide spread of popular cultural forms on an international scale 1s
one perceivable phenomenon shaping the politics of the present time The
debate about mass culture as the result of the mass society created with the
development of industrial capitalistn dates back to the eighteenth century
(Hall, 1882). Mass culture, as something available to a large number of
people, is intrinsically associated with historical developments such as the
rise of urban cultural sites, mass education, political democracy  and
advanced industrial capitalism. A more common definition makes the
association of cultural goods wiath commodities under econcmic systems
based upon the principles of free enterprise, pluralism and technological
mastery. On a theoretical level, a theory of mass culture was built upon
two notions which, although coming from different 1deological postlions,
were merging in its outcome On one side, humanist critics rejected mass
culture because of its aesthetic poverty and its lack of artistic value, while
Marxist critics despised mass culture as they perceived it to be an tdeological
tool of cay talism for assuring control and domination over the masses In
both views, mass culture was contrasted and condemned on the grounds ot
its distance from high culture, seen as having greater artisic and
revotutionary potential.

According to Modleski (1986), the classical humamst statement
against mass culture is found in Dwight Macdonald’'s article "A Theory of

Mass Culture”, which is an elitist outcry against the rise of mass culture - “its



distinctive mark is that it is sclely and directly an article for mass
consuraption, like chewing gum” (Macdonald, 1957 :59). The term 'mass
culture’ is preferred over ‘popular culture’ precisely to emphasize that it is
imposed from above, unlike ‘fclk art’. Mass culture was directly opposed to
high culture and Avant-garde art (Rimbaud, Joyce and Picasso are praised
for their refusal "o compete”);, mass culture was kitsch, cheap and vulgar,
and standardization could only lead downward. MMacdonald's view on mass
culture shows more than a simple resentment of the debasement of taste in
art and culture. It carries also a contempt for technology as he implies that
the advent of sound film had made Hollywood movies "better entertainment
and worse art” (p.64). The article also reveals the politically conservative

standpoint from which this sort of critique was coming in the U.S.

If there were a clearly defined cultural &f%2, then the masses
could have their £/ and the &4 could have its High Culture,
with everybody happy. But the boundary line is blurred. (p.61)

This statement leaves little choice but to agree that the hidden
agenda benind the inttial debate around mass culture was a fear that the
masses could arise politically and revolt 1. High culture funccdoned also as a
device separating the ruling groups from the dominated masses The decline
of this cultural shield could well be seen as indicative of the rise of the
masses as a social force.

Marxist theorists, though, did not embrace this view. Because mass
culture was marketable, their interpretation of it fostered a materialistic
critique of the cultural commodity. Since mass cultural forms were
industrially produced and meant to sell, critics at the Frankfurl Institute

for Soctal Research, in Germany, forcefully argued that culture had become



an industry controlled by the mass media, a process that was manipulative
of the proletariat by creating "false needs” for them. Adorno and
Horkheimer, along with other German intellectuals, elaborated a powerful
Marxist cultural theory which acknowledges the potentiality of culture to
determine and transform social reality through ideology. The culture
industry was understood as one way through which capitalist formations
seek ideological domination, the products of this industry perceived as
alienating and lacking the superior status of a ‘true culture’. Although the
Frankfurt School did not represent a unified and homogeneous set of
theoretical assumptions about culture and society, its members articulated
ideas that 1) questioned orthodox Marxist canons about the
base/superstructure relationship, suggesting the power of the
superstructure to influence social change; 2) tended to regard mass culture
as responsible for the cultural decline of their time, thus weakening any
possibility of a socialist revolution coming from the masses; 3) perceived
mass society as passive  victim of consumer capitalist culture
Paradoxically, the sharp Marxist critics of commercial culture had to leave
Germany with the rise of Fascism, and came to the US, where mass culture
was pervasive and an increasing force in the social formation. Not
surprisingly, the Frankfurt School members’ American-based writings carry
"pessimistic forebodings® (Hall, 1982} and gloomy prognosis about the
destructive effects commercial culture exert upon mass society as the
former seems to have a sedative effect on people's minds This appears
clearly in the following excerpt from a text by Theodor Adorno on

television:



The repetitiveness, the selfsameness, and the ubiquity of
modern mass culture tend to make for automatized reactions and
to weaken the forces of individual resistance. (Adorno, 1957
470)

As the debate about mass culture evolved, and the subject achieved
greater scholarly significance in institutions and in the literature, the
Frankfurt School approach gradually lost its initial force as a Marxist
paradigm to study culture in modern societies. Most contemporary critics
identify the “economism” and the “oversimplifications” comprised in its
arguments, although many still like to take Adorno and his colleagues as a
starting point in their critiques of the modern cultural apparatus. Despite
this sense of ‘oldness’ associated with the Frankfurt School, its critical theory
was and is a ¢rucial moment for mass media research. As a matter of fact, it
still serves as a model for cultural criticism in many places below the
equator. In Latin America, for instance, the paradigm underlying writings
about the mass media is often that of the Frankfurt School. In this case, the
audience is not only being allured by superficial consumer culture; this
culture is most likely to be American, which provides for the central
importance given to the problem of cultural imperialism.

What is interesting is that a German poet and writer, Hans
Enzensberger, was one of the first to show the limitations of the Frankfurt
School approach to mass culture (Modleski, 1986). In 1970, Enzensberger
criticized the left for not going further than just condemning the exploitation
of mass media by the dominant groups, thus failing to advance a socialist
theory of the media {Caparelli and Hohifeldt, 1985). In “Constituents of a
Theory of the Media®, he changed the ‘tone’ of criticism by forwarding a
leftist analysis regarding the media in a positive light. Determinant to this



turnabout, in Enzensberger’s own wordsé, were the events in the late 1960s
in Germany, when a major student movement was causing a social turmaoil
and, in that context, the mass media seemed ‘democratic’ at least He was
stunned to see that the left feared the mass media to such an extent, that it
was blind to its democratic potential.

As Modleski points out, Enzensberger’'s contention that the media
was becoming popular because it was appealing to "rag/ needs and desires”
of the people provided a way out of the Frankfurt School pessimism 3
According to her, this has influenced a whole generation of younger critics
who “grew up on mass culture - literally danced to the kind of ‘standardized’
music which so alarmed Theodor Adorno..” (Modlesks, 1986)

There is a number of different theoretical approaches to mass culture
within a range of two extreme positions- total acceptance and absolute
rejection. Michael Real (1977) attempted a classification of these approaches
and ended up with six different categories, which come from the broad
liberal, elitist and Marxist approaches to mass culture. Roughly summarized
here, Real's classification starts out with the “liberal” approach, whose
subscribers defend mass culture on the grounds of its democratic character
people are {ree to choose whether to consume commercial culture or not.
Besides, it is positi* : sverall because it makes ‘culture’ available to large
audiences. This vie is often that of broadcasters and culfural industries’
executives. There are the 'Liber;ls Objectivists’, whose work is largely
empirical and descriptive. They are more concerned to describe mass culture
phenomena than to make aesthetic judgments about them. 'Progressive
Elitists’ tend to contrast mass cuiture forms with classical art, being critical of
its simplistic popular aesthetic, but not troubled by the industrial profit-
based system behind it. The "Traditional Elitists™ defend high art for its



superior artistic value and favor the raising of standards for mass-produced
culture. Real asserts that this current has given the most powerful aesthetic
criticista of mass culture products. The Cultural Separatist Radicals’ are
critics belonging to ethnic groups who like to frame their analysis according
to their particular perspectives (Blacks, Hispanics, Gays, etc). Lastly,
‘Marzist Structural Radicals’ offer the traditional leftist criticism of mass
culture. They are uncomfortable with mass culture's fow taste but blame the
capitalist system of production.

Real’s classification depicts the major theoretical approaches in the
study of mass culture. Newer critical approaches elaborate on existing ones
or combine paradigms, and even if every so often critics call attention to the
need for innovative leftist approaches (MacCabe, 1986), mass culture
criticism has only changed the terms of its dichotomies: from alienating
versus democratic, to hegemonic versus oppositional. Many contemporary
critics of popular culture do not hide their appreciation for their objects of
study, but seem to hold back any enthusiasm because there is , after all, the
exploitative capitalist logic behind it. Cuiture and money simply do not
match together, making thecretical inquiry a very problematic and
sometimes contradictory field. Obviously the debate is not a simple one, and
struggles go on continually to build a desirable leftist model for cultural
criticism. Critics have to cope also with the increasing and stunning changes
in the field of techno-pop culture, which makes it difficult to define
boundaries in aesthetic terms as artistic categories are becoming increasingly
blurred. Much of the problem is that the contemporary cultural scene no
longer refers to the mass culture/high culture dichotomy. Luciano Pavarotti,
an opera-singer, performing live in the opening of the last World Soccer Cup,

a major international media event, may be an example of the trends
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problematizing the definition of current cultural phenomena. Is it the
vehicle, the distribution network or the content what defines what 1s popular
culture today? Or, is Madonna's sexual politics less ‘valuable' than an
obscure off-Broadway play touching the same issues only because the
former is more widely available for consumption?

These questions inform the debate on popular culture today, a debate
that was subject to a stimulating theoretical outburst with the development
of what is called now "‘Cultural Studies’. The work of several British critics
on weorking-class cultures, subcultural styles and resistance provided
valuable theoretical and methodological inputs to the study of popular
culture. Most important, though, is that criticism abandoned the term ‘mass
culture’ in favor of ‘popular culture’, precisely to avoid the pejorative
connotations previous critical approaches had originated. The realm of
popular culture in urban industrial sites could not te seen as "tmposed from
above”, as mass culture criticism assumed, and the dichotomy mass
culture/high cuiture became also inadequate Therefore, the shift from mass
culture to popular cultural does not simply indicate a change in terminotogy,
but in cultural theory itself.

The next section will discuss the study of popular culture within
Cultural Studies.

Cultural Studies and the theoretical rescuing of the popular’

Cultural Studies attempts to think about the mass media not in
relation to this or that isolated problem (violence, pornography,
children) or institutions (politics,economy, family) or practice

11



(film production, conversation, advertising), but as elements, in
Raymond Williams' phrase, "in a whole way of life". Socielies, in
this view, are complex, differentiated, contradictory, interacting
wholes. They are threaded throughout, held in this complex unity,
by culture: by the production and reproduction of systems of
symbols and messages. (Carey, 1983)

This quote comprises two characteristics of Cultural Studies which, in
my view, add strength to 1t as a critical paradigm: its holistic approach to
society, taking the social 1 be an interaction of various forces, and its
assertion about the power of culture to determine and inform what goes on
in society. Cultural Studies is also attractive for its nuanced Marxism, that
is, unlike orthodox Marxist theory which relegated the realm of culture to a
secondary instance, Cultural Studies regards the production and
consurmption of meanings as a central process determining the politics of
power and domination in society. The construction of meanings is thus
closely related to the social formation and can only be understood
thoroughly in relation to the broad historical context of this formation (Fiske,
1987). Also, Louis Althusser and Antonio Gramsci were sources for the
Marxist-oriented works developed at the Centre for Contemporary Culturat
Studies, University of Birmingham, under direction of Stuart Hall, Cultural
Studies’ most important theorist. By reinterpreting Althusser and Gramsci,
Stuart Hall refuses the economic reductionism characteristic of traditional
Marxist theory. He takes the Marxist concept of ideology, once understood as
“false knowledge™ that is generated by the bloc in power in order to maintain
its class supremacy, and argues that ideology constitutes a ‘relatively
autonomous” field wherein social struggles are articulated (Grossberg and

Slack, 1985). There is no such thing as a fixed and static ideology
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reproducing the values of the dominant class, plus ideology "also sets the
limits to the degree to which a soctety-in-dominance can easily, smoothly
and functionally reproduce itself” (Hall, 1985.113) Ideology, in this sense,
commands everyday practices since it functions at the level of discourse and
is contained within language and behavior It comprises a set of practices
and meanings that favors a given power structure, although it is not a mere
reflection of it (in late industrial capitalism a state of dominance 1s not
openly identified and defended as such). From Gramsci, Stuart Hall takes the
concept of hegemony to name the dynamic and complex process by which
the dominant bloc attempts to naturalize practices and meanings (ideology)
that work for the maintenance of a "structure-in-dominance”. Hegemony ts
the continuous struggie to establish common referentials that favors the
interest of a ruling group As such, hegemony does not mean ‘ideological
domination’ par &2, but rather a process of negotiation that is netther
monolithic nor unchangeable. In the mass media, for tnstance, the concept of
hegemony advanced by Hall signifies a ‘struggle over meanings, ié, a
struggle that works in the realm of the symbolic, an attempt to make people
perceive reality in a way that does not challenge the existing power
structure. Whether these attempts are a/ways successful may be another
problem, given that the ‘struggle over meaning’ theory implies that people
are potentially capable of making meanings opposing the dominant ideology
Early British Cultural Studies pursued this 1dea by looking at subcultural
styles as a form of resistance to dominant cultures Although the ‘resistance
theory™ developed within Cultural Studies was very much linked to a
particular time (the 1970s), place (England) and culture (urban working-
class culture), it meant a moment of ‘euphoria’ for cultural criticism. There

were shortcomings of this approach. its overemphasis on class and initial



blindness to questions of gender and race provoked a reaction from feminist
critics, for example, who succee’ed in bringing new elements to the Cultural
Studies agenda. Graeme Turner also notes that the kind of subculture
research done by people like Hebdige and Chambers invites speculation
about the relationship between “cultural theory and the specific historical
conditions which produce it” {p.3).

In "Notes on Deconstructing ‘The Popular™, Stuart Hall legitimizes
Cultural Studies’ interest in popular culture as he recognizes it as a site for

political struggle:

Popular culture is one of the sites where this struggle for and
against a culture of the powerful is engaged: it is also the stake
to be won or lost 4 that struggle. It is the arena of consent and
resistance. It is partly where hegemony arises, and where it is
secured. It is not a sphere where socialism, a socialist culture -
already fully formed - might be simply ‘expressed’. But it is one
of the places where socialism might be constituted. That is why
‘popular culture’ matters. (Hall, 1981 :239)

In this essay Hall argues that popular culture is neither the genuinely
popular traditions trying to resist cultural changes brought by
modernization, or the commercial culture that is imposed from above.
Popular culture means the arena where cultural transformations take place.
Hall also emphasizes the difficulty in defining the term ‘popular’, and the
subjects attached to it , 'the people’, once the political right has appropriated
it to its conservative rhetoric. He outlines three definitions. In the first one
popular culture stands as a “battlefield” where positions can be won, lost and
negotiated; the second definition regards popular culture as everything that
is specific to the way of life of "the people”, a definition that Hall rejects

14
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because of its vagueness and for being purely descriptive The third
definition posits the ‘popular’ in relation to grass-roots activities of particular
classes, which retains what Stuart Hall considers to be crucial to any
definition of popular culture, ié, the recognition of "a continuing tension
(relationship, influence and antagonism) to the dominant culture” (Hatl, 1981
:235).  Even if Hall does not provide a descriptive definition of popular
culture, he makes clear the need to conceptualize it politically and in
opposition to the dominant culture. Tony Bennett, for example, sustained

that "there is no such thing as popular cuiture”

... the concept of popular culture is virtually useless, a melting
pot of confused and contradictory meanings capable of
misdirecting inquiry up any number of theoretical blindalleys
(Bennett, 1980 :18)

Departing from the notion (borrowed from Raymond Willlams) that
“culture is a shifting noun, so ‘popular’ is a shifting qualifier”, Bennett
describes four ways popular culture has been classified and suggests a
definition that he believes is useful to the construction of a coherent
‘pedagog.c strategy’. Briefly, in the four major definitions depicted by
Bennett popular culture is 1) what 15 well accepted accordingly to
measurable indices of popularity, such as box-office sales and television
ratings; 2) what does not resemble treditional bourgeots culture; 3) synonym
of mass culture created by the cultural industries and 4) the expression of
tived cultures’ of the people (as against the elite). Bennett’s final definition
reverberates with that of Hall and is equally informed by Gramsct's concept
of hegemony. He argues that the concept of popular culture, for the purpose

of teaching, should always relate to the specific forms through which a



dominant order atternpts to naturalize its culture over others (that of the
subordinated), and to the possibility of resistance inherently in this process.
These definitions, and the discussions risen by them, demonstrate
more than the¢ sophisticated attempts to define popular culture as subject of
study; as they show the serious attempt of critical theory to locate the realm
of ‘the popular’ in political terms, and since the tendency here is a socialist
one, in terms of the struggle dominant/dominated. Neo-Marxists’ interest in
popular culture also stems from the fact that the left has failed to provide a
socialist culture, has failed to win ‘the minds and hearts’ of the people with
its avant-gardism and "workerism of yesteryear™ (Bennett, 1986). Despite
Bennett’s 1nitial argument about the impossibility of a definition of popular
culture, concerning which many critics seemed to have agreed, given the
scarce attempts at further definitions (they are usually skefched only in
order to be rejected), there is a definition implicit in virtually every writing
on popular culture within Britishi or North American Cultural Studies. And
the existence of a definition, being for the sake of theory or not, seems
fundamental for the breaking away from previous dominant pejorative
accounts of popular culture. Popular culture is no longer identified with a
culture made by and for the people’ as a way to resist oppression, nor is it
imposed mass culture created by capitalist enterprises and directed to a

passive mass of consumers.

Rather, it consists of those cultural forms and practices -varying
in content from one historical period to another- which
constitute the terrain on which dominant, subordinate and
opposttional cultural vatues and ideologies mest and intermingle,
in difierent mixes and permutations, vying with one another in
their attempts to secure the spaces within which they can
become influential in framing and organizing popular experience
and consciousness. (Bennett, 1936 : 19)
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Television culture  wise audiences and the power of pleasure

Starting from certain notions that open up positive theoretical
possibilities of ‘the populat’, Cultural Studies critics developed a vast body of
work on television genres and audiences during the 1970s and 1980s The
intention here is not to examine such works, but to hughlight some of the
important theoretical and mcthodological contributions they have made
Following the rediscovery of popular culture as a site for social conflict over
meaning, television research became largely concerned with revealing the
possibilities for counter-hegemonic “readings” The treatment of television
programs as “texts” comes from the wide use of semiotic and structuralist
textual analysis. The premise underlying such research 1s the recognition
"that struggles for social power are paralleled by semiotic struggles for
meaning” (Fiske, 1987 :272). The other research tendency at work 1
Cultural Studies is ethnography, which is concerned in finding out how
audiences interact with popular culture forms. Such studies focus on the
researcher's "reading” of the audience’s behavior rather than of the cultural
text. In television studies, two classic examples of ethnographic research are

found in David Morley's The "Nationwide™ Audience. Structure and Decoding

(1980) and len Ang's Watching Dallas Soap Opera and the Melodramatic
Imagination (1985).

Stuart Hall's theory of preferred, negotiated and oppositional readings
brought new light to research on audiences. It is now widely accepted that
television programs are “open texts” in that they can be interpreted in
different ways by different people, and social class, Hall suggested, was the
central factor determining how people perceive the television message 4

Further research such as Liebes and Katz's study (1988) showed that factors
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other than social class, cultural background for instance, were also
determinant of audience’s interpretation of a show like Z2f#s. John Fiske
calls attention to Morley's study on the "Nationwide” audiences for showing
that Hall had overemphasized the importance of class in his preferred
reading theory, and that the variety of interpretations could be greater than
what Hall had suggested (Fiske, 1987).

It is ¢lear that television research under the Cultural Studies paradigm
retains for the most part the concepts of ideology and hegemony elaborated
by Hall and others reading through Gramsci. Especially in the 19380s, critical
works on television reverberate every so often with the optimistic tone of
“resistance theory”, even more when the focus of research shifts from the
‘text’ to the ‘audience’. The theoretical assumptions behind this stream are
that television programs are ‘polysemic’ by nature, that television audiences
are heterogeneous and well capable of producing alternative meanings, and
that the pleasure provided by television viewing is there to be understood
and not ignored. This, combined with the ever growing popularity of
television 1n western socteties, provided a theoretically stimulating
atmosphere in media studies which has generated a rich body of analysis
cheering the ‘cultural democracy” of television culture. Audiences were
‘empowered’ by their favorite television shows, drama serial’s characters
were scrutinized in that they provided positive role models, and moments of
resistance to hegemonic and patriarchal orders were sought (and found).
The celebration of this semiotic democracy of television went too far

sometimes, as 1n the case of Jonh Fiske's Television Culture (1937), where

the author attempts to create a universal theory of television pleasure that
proved to be sumplistic anl problematic, as if "Mz Vi will be

empowering whenever and wherever people find it pleasurable™ 3. The

18



search for moments of resistance through a theory of pleasure can make
critics overlook the question of cultural differences, and this is precisely one
weakness of curient Cultural Studies research on television. The capitalist
west, for instance, is often referred to as if it was an homogeneous bloc of
nations sharing similar sociopolitical conjectures, something that 1s
profoundly unrealistic. International audiences interact in very distinct
ways with American popular television, so that it would be useful to Cultural
Studies’ followers to examine social contexts in which decoding takes place,
or to adopt a broad cross-cultural percpective for the sake of therr
theoretical claims. Furthermore, Ellen Seiter et al. could not be more right to

assert that:

... the popularity of US television programs on export around
the world should not make us forget that other forms of
television might also please {and, possibly, please better). In our
concern for audiences’ pleasures in such programs, we run the
risk of continually validating Hollywood's domination of the
worldwide telewvision market. (Seiter, Borchers etal, 1989 .5)

One stream resembling the "resistance theory” that has had a
great impact on conlemporary television criticism and in which one finds the
most provocative accounts is that bringing a feminist perspective to the
debate. Mary Ellen Brown recently used the term “feminist culturalist
television criticism”™ to define an approach that, putting it bluntly,
investigates how television represents women and how these
representations are used by female audiences (Brown, 1990). The "feminist
approach” has forcefully showed how commercial television treats women as
consumers and that network programming is meant to meet the household
routines of women at home, which helps to legitimize their captivation

within the domestic and out of the public (productive) sphere. Although not
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questicning the above, feminist critics looking at television are 2lso
concerned with the possibilities of "women's genres” and female audiences to
elaborate a feminine subjectivity .n tune with feminist politics. This latter
tendency has led feminist television criticism to identify resistance to
patriarchal relations in the pleasures women derive from watching
television. One example of this Jackie Byars’ feminist reading of American
prime-time television ¢, in which she argues that a program like ligney and
Lacey, about fetnale friendship and women in the workplace, articulates
ferrinine discourses’ about life that oppose those of mainstream
(patria. chal) culture.

Dramatic serials such as sfas and Dynmssiy , the hallmark of
American television in the world's screens, also have been "read” in a
feminist fashion. JApmastys character Alexis Carrington (Joan Collins) is

celebrated for offering positive imagery for female pleasures:

Presented as strong, intelligent, independent and powerful (if
destructively so0), she continually fights to maintain and improve
her position, manipulating and disturbing the patriarchal status
quo. (..) Alexis has seized on those aspects of a woman's life
which normally render her powerless and turned them into
weapons. In her ‘mothering’ role, for example, there is no
question of allowing her children to rule her life, of putting their
interests before her own. (Budge, 1989 :106-107}

E. Ann Kaplan(1987) notes that it was only in the 1980s that a
significant number of works on the representations of women on television
started to appear. In Kaplan's view, the reasons for this were that feminist
theory was primarily concerned with film and because television was not
highly regarded as an academic subject. As such, it was seen as having little

chance of helping academic careers of women scholars already struggling for
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recognition in social sciences (Kaplan, 1987). The turning point was
perhaps the growth of television analysis coming from British Cultural
Studies and the perception that television addresses female andiences
differently from male audiences. The flow of programming, the emphasis on
seriality, repetition and distraction, and the commercial logic of television,
were considered in terms of their relationship to the ‘feminine’. In the
context of the US,, Tania Modleski's analysis of the women's gratification in
watching soap-operas, the most female of all television genres, was original
and highly influential. Feminist television criticism’ brings to the popular
culture debafe not one but a variety of angles on the fundamental problem

of pleasurable struggles against sexual, political and culturat subjugation.

Popular Culture and National Culture: a Brazilian dilemma

The concept of popular culture in Brazil is overwhelmingly linked to
the question of national identity. Brazil, as a nation-state, identifies its
cultural roots in popular cultural forms, which have been transformed
through historical evolutions.  Since the [960s, for example, Brazilian
popular culture includes #/sv the products of the cultural industries. To put
it in a pragmatic way, in the same way that Austi.a and Germany are
identified with classical music, Italy with gastronomy , the US. with symbols
of liberty and prosperity, Mexico with ancient civilizations, Brazil is readily
identified with carnival and soccer. This example is not to subscribe to
cultural stereotypes, many of them created for the sake of tourism, but to

show that popular culture has become a generic term synonymous for



Brazilian national culture as a whole. Both concepts are overlapping and
often taken as the same thing in the common understanding.

Following the exposition of the main theoretical frameworks which
ground the critical appraisal of this paper, it will be useful at this point to
situate the popular culture debate in the national context of Brazil. Although
the debate dates back to the nineteenth century, there is not much written
on the academic status of this debate. My attempt to situate the study of
popular culture in Brazil is largely a summarization of sociologist Renato
Ortiz's essay on this topic ?. It is, nonetheless, my own assessment of his
accounts.

Ortiz makes a distinction between the concepts of popular culfure and
mass culture, and argues that is the Brazilian cultural reality (hardly
comparable with the American) which forces us to acknowledge such
distinction. Popular culture, in this sense, refers to the cultural
manifestations peculiar to the popular classes (religiosity, language, music,
dance, rituals, etc), while mass culture refers to entertainment made
available through the mass media (radio, television, cinetna). Since the mass
media phenomenon is relatively young in Brazil (the early 1960s), Ortiz
feels that not differentiating them would be misleading and incorrect. There
is a history of popular culture (as something truly belonging to ‘the people’)
that is previous to contemporary popular culture, ié, ‘mass culture’ of the
media age. The debate about popular culture in Brazil has happened
primarily in the field of sociology. In fact, Ortiz rightly notes that the
founding fathers of the social sciences in Brazil were concerned with ‘the
popular’ when they chose themes such as the Brazilian folklore, African
traditions and popular movements of messianic nature. Also, many early

writings on popular culture were closely related to questions of ethnicity,
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since the size of the black population of African origin was a determinant
force informing any definition of the people’. For decades, popular culture
was 2 subject for intellectuals who had rather romantic views about the
native people, a miscegenation of christianized Indians, Africans and
Portuguese colonizers, and their authentic culture This is best exemplifted
in Gilberto Freire's conservative approach which saw popular culture as
folklore. This notion dominated until the 1920s, when the “modernist
movement” in the arts radically changed the course of the debate by
forwarding the "anthropofagic” movement 8. Under the circumstances
stemming from the industrialization and urbanwation tendencies,
intellectuals in the 1950s advanced a new theory of Brazil, one that rejects
the power of tradition and turns attention to the future that was about to
come, which looked urban and modern.

Ortiz considers that the "leftist turnabout™ came when the realm of
popular cuiture was perceived as a site where changes could take place. This
ideas were behind the most audacious cultural movements in Brazilian
culture during the sixties. Popular culture was seen as a tool to raise
political consciousness. This gave birth to Augusto Boal's "Theater of the
Oppressed” and other political theater groups, as it influenced a whole
generation of film makers who were committed to a cinematic aesthetic that
exposes the ‘colonial’ situation of Brazilian society. Because cultural
manifestations were not exposing the harsh reality of poverty, radical artists
considered Brazilian society to be ‘alienated’ from its social reality and to live
a state of ‘cultural colonialism’, referring to the influence of European
aesthetics in Brazilian arts and culture. The idea informing the New Cinema’
of Glauber Rocha was the ‘aesthetic of hunger’. However, the political

symbolism and hermetic nature of the "Cinema Novo™ trend never really
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reached the ‘oppressed people’ its idealizers wanted to ‘save’ frotn alienation.
By this time, however, the Talienation theory™ was well accepted and
provided the framework to address the fast growing mass media. Critics of
television, which was beginning to expand in the mid-60s, held the Frankfurt
Scheol tradition in their interpretation of television as an instrument of
cultural imperialism and hegemonic domination (Vink, 1988). Artists and
intellectuals believed they had a role to play and that it was to lead the way
towards the desired changes in society. As their attempts failed, especially
with the arrival of the ilitary in 1964, there was an important shift in the
debate of popular culture.

The military regime’s commitment to capitalist development
encouraged the emergence of the cultural industries, and the notion of
popularity became related to indices of consumption. The State's cultural
policies were promoting ‘national/popular’ culture in several instances,
especially the music sector and television. The concept of popular culture
became increasingly related to the products of the cultural industries.
Television programs, such as the telenovelas, were addressing a national
audience hitherto never perceived as such. The new cultural landscape
accommodated the popular culture of pre-capitalist artisanal production,
which continued to exist, and the popular culture produced by the cultural
industries. Despite the presence of Americanized content in the products of
these industries, it is nonetheless true that they absorbed the rich and
colorful manifestations coming from the various regions of the country. Once
again, popular culture was affecting and overlapping with the idea of
‘national culture’.

According to Vink (1988), in the eighties the debate on popular
culture was characterized by the attempt to find an intermediary position
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between the alienation theory and the resistance approach, which achieved
its strength during the 1970s when grass-roots popular movements
developed despite the coercive presence of mass-mediated pop culture
Sociologist Marilena Chaui' stance represents a synthesis of these two
positions. Her definition of popular culture, not surprisingly, is inftuenced by
Gramsci's concept of hegemony: “a conglomerate of practices, representations
and forms of consciousness with a logic of their own in an interplay of
conformism, non-conformism and resistance” (quoted in Vink, 1988 :87).
The concept of popular culture, in the scope of this paper, refers to
the spheres of contemporary symbolic production in which hegemonic
dominant meanings are represented but not necessarily guaranteed, since
popularity is onty achieved by the rearrangement of truly popular codes and
is mediated by consumption. Folk culture, on the contrary, is not implicated
in a system of production/consumption and refers to practices specific to
certain groups, like the ritvals of Afro-Braziltan religions taking place at
backyards known as "terreiros™. Contemporary Brazilian popular culture,
therefore, is a media event and it inclndes a wide range of cultural 1cems
available for consumption. Romantic ballads on AM radio, urban rock'n’roll
on FM radio, music concerts, Scharwzenegger movies, television comedy
shows and, the overwhelmingly popular and ultimately national, television’s

prime time telenovelas.



Chapter Two

National Intecration, Modernization and Popularity: The Logics of

Television in Brazil

The erowth of Brazilian television is closely linked to two concomitant

factors On the one hand, there was the strong political will of the military
regirne 1 pursuing econcmic development and modernization at any cost,
and on the other hand, the dynamics of a privately-operated telsvision
system financed by advertising and battling for sizeable audiences in order
to survive. The former made television broadcasting a tool through which
the State could pursue its aim of ‘national integration’, while the search for
audiences forced broadcasters to produce programining capable of pleasing
the largest possible audience. This, quite unexpectedly, turned television
programming away from affordable US. imports and towards the more
expensive path of local productions. This fact alone makes Brazilian
television a spectal case tn an international context, given thatf it is most
unusual for a developing country such as Brazil not to rely on imported
television programs and to become an exporter of television material.

There is a famous phrase by Nelson Rodrigues, a Brazilian playwright
no longer alive, saying that "Brazil is neither worse or better than our
television™. Rodrigues has said tnis in reference to some low-quality live
"auditortum shows”, in which a charismatic host would turn miserable
stortec  noverty, death and illness into TV spectacles. If such shows were
once predominant on television, one could suspect that they were indeed

reflecting a troubling reality comprised of many miserable lives. Seen within
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this context, Rodrigues’ phrase s rather truthful Nonetheless, in looking at
the way television programming developed in Braztl what stands out 1s the
cverwhelming effort to display symbels of modetmty and erowth and make
them look 'Brazilian'. From the institutional standpoint, a combination of
economic, technological and political factors provided for the wide spread of
television nationwide, and an audience highly differentiated by wvarious
regional cultures responded unanimously to the new medium Contrary to
the playwright's phrase, Brazilian television's development has made 1t leok
better than Brazil itself. Next will follow 3 historical overwiew of Braoilian
television, focusing on the role of the military recime in the development of
television and on the creation of a nationally-produced programring pattern
that gives us the clue to understand why television 1n Brazil could hardly be

more national and popular than it already is.

The military State and the development of televicion

Television signals were first seen 1n Brazil in September of 1950, as
the result of personal efforts of Brazilian entrepreneur Francisco de Assis
Chateaubriand, the owner of the then prestigious "Diarios Assoctados” media
group. TV Tupi, located in S3o Paulo, was the first television station in
South America, although Mexico and Cuba also mnaugurated stations in the
same year. When Chateaubriand launched his station all the equipment was
brought from the US,, including the TV sets. All programming was done live
and television was a privilege of few upper-class Brazillans. In bringing

television into the country with no solid commercial or technological basis
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for the mednm, Chateaubriand was after political prestige for his media
empire (Straubhaar, 1964). Caparelli (1962) divides the history of
television expansion 1n two periods: Chateubriand's monopoly of TV stations
through the 50s 15 the first period, characterized by technical dependency
on US manufacturers such as RCA and General Electrics, by the borrowing
of programs from radio and by the domination of national investors and
capital.The second peried begins in 1964 with the arrival of the milifary in
power and with the injection of foreign capital in the economy.

The military coup Jd&itat of 1964 overthrew Jodo Geulart’s liberal
democracy tn a time of political instability and generalized corruption.
Mattos (1982) writes that according to the military regime's spokesmen,
everything done by the post-1964 administration "has been aimed at the
restoration of democracy and the satvation of Brazil from ‘communism,
corruption and chaos' " (Mattos, 1982:64). The military takeover is a major
event in Brazilian history and it had a tremendous impact on the economic,
political and cultural spheres Capitalist relations were reinforced and
multinational enterprises welcomed into the country as foreign investment
was believed to vitalize the national economy tn decay. Political pluralism
was restrained and partisan opposition virtually dismantled. The military
regime adopted the National Security Doctrine, which gave the ruling group
absolute powers to defend and promote the "national objectives”. Initially,
the goals were the defense of the national territory through the
mulitarization of frontter sites and the construction of roads, bridges and
telecommunication facilities. The military were convinced that the ultimate
goal of economic development via capitalism involved a thorough "national
integration”. In the words of Sergio Mattos, the 'national integration’

concept consists of
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.. a set of programs designed to increase both soctetal and spatial
integration and to diminizh regional diversittes by promotng,
among other things, economic development, a more stable
political system, internal coheston, and national spirit (Mattes,
1082:33).

Under a strong State-supported capitaliam and severe political
repression, the military regirme launched Brazil into a frantic pace towards
modernization, industrialization and urbanizatton The military State's fast-
development ideology needed technical infrastructure for the reasons of
national security and integration, and, according to Caparell: (19489), in order
to motivate the population as consumers Only an efficient
telecommunication system would reach millions of people living in very
different economic realities, some, as Caparelli notes, in pre-capitalist
situations. Television, more than the other media, suited the needs of the
new economic and political order established by the military Television was
perceived not as another sophisticated electronic medium, but as an
ideological instrument in the pursue of concrete goals The czpansion of
television in the Brazilian context paralleled the creation of a mmarket for
mass consumption and, with breakthrough technologies of sound and
images, it has been crucial to the propagation of modernization values and to
the reorganization of the social space (Sodré, 1984). The government
needed to lure the public opinion to its project of economic development and
the mass media, specially television, "became the means by which the
[military] movement could persuade, impose, and spread its positions tn
order to maintain the post coup status quo” (Mattos, 1982:37).

The direct infiuence of the military regime on the development of

television took place at two levels. First they provided the technological
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apparatus and later they became concerned with TV content, calling for a
‘meh  quality’ programming upholding Brazilian culture and customs.
Throuchout the stxties, they created a series of technical facilities which
made possible the creation of nationat TV networks. A series of regulatory
federal agencies and communicatton policies were created and efficient
satellite transmissions and nationwide microwave links made available for
comrnercial stations. As a result, by the early 80s Brazil was the fourth
largest stockholder in the international satellite system Intelsalt {Mattos,
1962} Presently, Brazl has its own communication satellite on orbit
(Brasilsat) and agreements are being finalized for the launching of a second
one.

With the national territory electronically “integrated” and with a
growing television industry ready to broadcast images of a “great and
modern” nation, history was on the military’s side on the occasion of the
1970 World Soccer Cup in Mexico. This was the first international event
broadcast nationally on television and the Brazilian soccer team achieved a
spectacular wictory bringing the world championship to the land of soccer.
Since then, 1t 1s as 1f Brazilians started a love affair with the small screen and
welcomed it as mediator of their cultural experiences. The government
capitalized politically on this victory, since the cathartic celebrations across
the country worked as a moral uprising and as a catalyst for the ‘'national
spirit’ the military wanted to raise Nationalist songs and slogans took owver
cities, streets and minds, reflecting the general feeling of national pride. One
crucial song of the time had ufanist verses such as "90 millions in action/
move forward Brazil/ of my heart/ (..) All together we go/ move forward
Brazil”, and hallmark slogans were "Move Forward Brazil” and the classical

"Brazil, love 1t or leave it Paradoxically, many who loved it had to leave it
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against their will. The spectacle the masses were not seeing on TV was the
dirty and bloody underworld of political persecution, censorship, avil tights
abuses and the forced departure of promunent politicians, artists and
intellectuals to live in exile The vyears of the Brazilion "economic mmiracle”,
when the National Gross Product (NGP) had a growth of 508 (Caparell,
19§9), are also known as the most repressive and authoritarian in the
country’s history  The economic boom affected the televisien industry 1n
many ways, but the most effective was the increase in advertising
expenditures. Along with the trends of industrialization and urbanization
taking place 1n the central and southern regions, a muddle-class population
proliferated around the cities, making Brazillan television attractive to
raultinational advertising. By 1976, Brazil had become the fourth largest
market for television advertising (MMattos, 1962). The military governments
also granted four times more television licenses than the previous
governments. From 1955 to 1964, twenty-two concessions were given, and
from 1964 to 1979, a period of four different military administrations,
ninety TV stations were licensed (Mattos, 1482).

Television in Brazil is primarily a private enterprise operating under
government concessions. New licenses were given on a political basts,
meaning that broadcasters were expected to be friendly to the regime
Television broadcasting is also seen as a public service and TV stations must
follow general guidelines of educational and cultural nature By law, the
government has the right to request air time in all networks at any time,
most often for presidential speeches. During the most harsh periweds of
military rule, those of Presidents Médici and Getsel (1969-1979), censorship
of television and newspaper content was common practice. According to

Caparelli (1989), the economic expansion helped to legitimize the military



32

coup, 50 that polifical propaganda was vsed more to promote technological
progress and modernization than the government itself. Images on TV
displayed Brazil as a potency-fo-be. With international banks financing the
"economic miracle” of the 70s, constructions ¢f imposing grandeur such as
the Transamazonian road, the Itaipu hvdro plant, urban industrial areas and
even a pretentious program for nuclear energy were shown off in the media
as heing the achievements of the regime. The State used repressive and
1deological mechanisms in its struggle for "Order and Progress” (inscribed in
the national flag) The role played by television was twofold: journalistic
coverage helped to create a general feeling of acceptance and approval of the
military technocratic State, while systematic advertising of consumer goods
reinforced the industrial and consumption boom taking place. As for the
nationalism of the time, the victory in soccer seemed to have more impact
than the military mega-projects. In this context, president Garrastazu Médici
said in 1973 that he was pleased to watch the news every night to see that
"Brazil advances in peace towards development™ (Carvatho, Kehl et al,
1979-31).

Other factors influencing the development of television in that period
were an increase in the national production of television sets, which became
fairly inexpensive, and the creation of a credit system making the purchase
of sets even easier. Also, the introduction of color TV in 1973 added to the
popularity of the medium. By 1980, there were more than twenty million
TV sets in Brazil, ninety-four stations broadcasting programs and ads to an
audience estimated at more than eighty million people (Mattos, 1982).
Television became more of a necessity even for the poorest Brazilian

families. Asan object, TV stands as propagator of a2 mocern rationale within
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the domestic space (Leal, 1990), thus its importance has surpassed that of
other household products such as radio and even refrigerators.

The advertising front alse went threugh radical chanees during the
process {largely influenced by the State) in which Brazilian television
became more and more involved with national interests, capital and culture
With the arrival of the muilitary in power foreizn corporations increased
investments in the country and television was the medium wherein they
adverticed their products. In 1967, compantes such as Volkswagen, Gillette,
Gessy Lewver, lestlé, Coca Cola and Colgate Palmolive were amon? the mujor
advertisers 11 the country (Mattos, 1982). In the early pertods of TV,
advertising agencies, mostly American, exerted direct influence on
programming following a pattern already common in the U.S Agencies
such as Mc¢ Ann Erickson took care of the entire process of producing a
program for television, and then advertised consumer products according to
the audience targeted. However, this structure started to change in the
period post-1964, as a result of regulations and protective polictes 1ssued by
the military regime which made foreign influence less dorminant in the
cultural industries. Mattos observes that seven out of the ten largest
advertising agencies in the country are Brazilian, "thanks to a government
policy of granting advertising accounts only to national agencies™ (Mattos,
1984 210 cited in Vink, 1988). The State remains today one of the most
important advertisers in the country.

It is clear up to this point the enormous influence of the State on the
development of television in Brazil, by means of creating the necessary
technological and economic conditions in which commercial television could
be tuilt. However, the most direct influence did not take place until 1970,

when president Médici called for higher quality in programming As
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discussed early, television arrived in Brazil in the 1950s not as a massive
medium but as the newest electronic device to entertain the elites. As a
result, programming was meant to satisfy the tastes and needs of a limited
upper-class audience. With the changes brought about by the political and
economic “new order” of the military regime, television stations proliferated
throughout the country and the audience grew in size and diversity.
Television programs had to be popularized in the late sixties in order to
reach the lower strata of the population. Globe Network entered the scene in
this period and followed the pattern of "pcpular” shows. “Popular” hete
referred to the language, ethics and religiosity of the lower classes of
Brazilian society. As described by Inima Simdee, these popular shows did

not have a defined profile and their ensemble consisted of :

a consolatory system, which offers justice for retail, distributes
prizes, locates lost relatives, matches couples for marriage,
judges fights among neighbors, something similar to a "problem-
solving televiston” ({Costa, Simdes et al,, 1986:79)9

This trend was launched by Globo Network as a strategy to attract
bigger audiences, but it was readily followed by the leading stations of the
time (TV Tupi and TV Record). In 1968 Globo was airing shows such as
"Marriage on TV" and “SOS Love", which explored all sides of romance by
exposing failed relationships and matching up new ones. "The Man in White
Shoes” was a talk show exploring the darkest side of prostitution, ¢rime and
homosexuality, everything mediated by an anonymous host who never
showed his face, only his white shoes. Muniz Sodré (1972) says that he once
organized a "round table of beggars”. The Rio de Janeiro based TV Record,

prestigious for its musical festivals, followed with "Who is Afraid of the
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Truth”, in which known artists were paid to confess their moral and sexual
deviations and then were judged by an studic audience. TV Tupi's hit of this
Kind was ].Silvestre’s (one of the leading TV hosts) "Sunday of Truth”, where
several dramas of pain and despair were presented and the most sordid
story would gain a prize in money 1. Many of these programs were live
shows and usually included a studio audience, although audience
participation was not common. Muniz Sodré argues that the o205 of live
shows on Brazilian television refers to the concept of grotesque. For him,
grotesque is 3 state of consciousness essentially critical, something like an
accusing look that penetrates the structures until the point of revealing the
toughness in them. It is the real, with a distorted face. As such, the
“aesthetic of grotesque” in artistic works for example, is potentially capable
of demolishing myths. However, Sodré argues that the grotesque on these
TV shows appears as pure bad-taste and that the critical instance is annulled
as the show's host contextualizes the grotesque (the ugly, the physically
deformed, the marginal) as being the "Other”, who is there to be looked at
and for the sake of exotism (Sodré, 1972).

Considering the impact these programs were having on the ensemble
of television prograrhming, combined with the violent content of imported
American serials, the government felt television was not contributing to the
efforts to make Brazil culturally modern. In 1970, President Médici passed a
decree prohibiting all content considered as “offensive to morals or good
customs” (Mattos, 1982:69). Mattos also notes that from then on the State
intervened directly and indirectly in television content to the point that
official speeches often reverberated those of radical critics and educators

against the presence of U.S. imports:



6

. Commercial TV imposes upon children and youth a kind of
culture that has nothing to do with Brazilian culture. . . Instead
of acting as a factor of creation and diffusion of Brazilian culture,
TV is playing the role of a privileged medium of cultural import,
and is denaturating Brazilian creativity. (speech by Minister of
Communications, Quandt de Oliveira, in 1974) (Mattos, 1982 :74)

The concern of the State with television programming was one¢ factor
influencing the “Brazilianization™ of programming. In addition to this,
national productions increasingly seemed to be more attractive to the
audience Research done by J. Straubhaar on the decline of American
influence on Brazilian TV shows that, by the early 70s, nationally produced
comedy and music shows, and telenovelas, achieved higher audience ratings
on prime time, thus influencing programmers to increase leca! productions
(Straubhaar, 1984).

The role of the military State in the history of Brazilian television was
a major one. Indirectly, the economic and political conjectures built by the
regime post-1964 made possible the rise of commercial television based
upon advertising revenues. The concomitant trends of urbanization and
industrialization created both an audience for the urban-based televizion
culture and a mass of consumers for the advertisers’ goods. In addition, the
development of telecommunications for the purpose of "national integration”
and the State regulatory polivtes in the field of mass communication came to
benefit a television industry in transition from local stations to network-type
o1 anizations. As Mattos’ study shows, the fast growth of television in Brazil
occurred exactly in the same period of the military rule, from 1964 to 1984,
and there ts nothing accidental about this.  Television, a far-reaching
medium with a technological aura, was seen as an instrument in the service

of a technocratic 1deology that, for better or for worse, aspired to Brazil a



state of progress already available elsewhere From this, it is not too
difficult to reach the conclusion that, in Emile McAnany's words, "the
military government of Brazil was a nationalist, capitalist movement which
has succeeded in showing how self-reliance can overcome the threats of
what some have called the chronic dependency state of Latin America, both
economically and culturally” (McAnany in Mattos, 19862 -VII1) However, the
authoritarian nature of the military State and the repressive apparatus it
mobilized in name of "nationalistic* goals, make one question the worthiness
of its achievements. There was a belief, which television helped to create,
that industrialization and economic boom would be a quick way out of
underdevelopment. Brazil of the present offers many indications that the
military project has failed, that the economic miracle cost an almost inpayble
foreign debt, and that fast urbanization ended up creating human “poverty
belts” around major cities. It is out of the scope of this paper to discuss the
losses and gains from the military regime, but it had a fundamental, and in
many ways positive, sway in making television programring look "typically
Brazilian in treatment, theme and style” U Television 15 the most
influential of the cultural industries in a country wherein political
institutions are distrusted, democracy is fragile and the national economy
lives under constant threat of wrecking. To uphold a system that is self-
reliant 1n the creation and distribution of visual material destined to a
"nationally-constructed” audience means, at least, to be culturally and
economically alive. It would be an error of mastodonic proportions to
minimize the presence and influence of foreign mass culture mforming and
transforming the Brazilian cultural sceme, but it would be also rather

inaccurate, and definitely not wise, to overiock the advantageous state of,
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figuratively speaking, uttering one's language, tasting one’s flavors, dancing

one's rhythms and living up to one’s own history.

The Growth of Globo Network

The history of Brazilian television after 1964 is largely the history of
Globo 1teelf. While TV Tupi of Chateaubriand's group, the leading station
until the mid-sixties, maintained a centralized and personal kind of
administration, Globo was created following modern management techniques
inspired by the US. commercial networks. This meant long-term budget
planning, up-to-date television equipment, programming based on audience
research and marketing strategies. By the late sixties Globo had become a
national network (which was facilitated by the telecommunication
infrastructure provided by the State), and was able to sell advertising on a
national basis. The network soon took the leadership in audience ratings
thanks to its popular programming comprised of variety shows and locally
produced telenovelas.

Perhaps because Globo's growth has become out of proportion for a
Brazilian enterprise, critics every so often like to "explain” it by relating it to
a controversial episode in the network's history. In 1962, Roberto Marinho,
owner of a major newspaper ("0 Globo™)and of several radio stations, signed
a cooperation agreement with the American media group Time-Life for
technical assistance on matters of television broadcasting. In 1965 Marinho
inaugurated Globo TV studios in Rio de Janeiro with financial backing and
technical assistance fromr Time-Life Corporation, which was to receive 308 of

Globo's future profits (Kehl, 1986). However, Brazilian legislation clearly
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prohibited (as it still does) the participation of foreign capttal 1n
communication enterprises. Under pressure coming from Globo's rivals, the
government called for a Parliamentary Inquiry Commisston which declared
the Globo/Time-Life agreement unconstitutional and Globo had to dismiss
the contract in 1969. Globo's owner's friendly relationship to the military
government kept the iltegal contract from coming to public attention As a
result, what could have easily become the "Globo/Time-Life scandal” has
become instead an ambiguous episode never totally clarifted Nonetheless,
taken from what television critics have writterr, Time-Life invested s1¥
million dollars in Globo TV which, because of government intervention, was
forced out of the deal and returned the interest-free capital invested
According to Straubhaar, "Time-Life left Brazil in 1971 feeling as though 1t
had been explotted for providing free capital with no gamn in return”
(Straubhaar, 1984:230). Globo TV, in turn, gained technical and
management know-how. Most critics seem to agree that the major influence
of Time-Life was fo introduce the American pattern of commercial television,
which Globo adapted accordingly to the realities of the television market in
Brazil. As a result, it can be inferred that the American influence on
Brazilian television affected the organizational instance to a greater extent
than programming patterns. Under the circumstances stressed previously,
specially the technical infrastructure put in place by the state and the short-
term help from Time-Life, Globo became one example of an efficiently-ran
commercial enterprise in a 'modern’ Brazil, while the other stations did not
develop in a similar way. TV Tupi failed to adapt to the network system and
was closed for bankrupcy in 1980 ( Tupi's concesston was split between SBY
and Manchete in 1981; these two networks compete today for the number

two spot in the television market). TV Excelsior, once a supporter of



40

president Jodo Goulart's liberal administration, had its licence canceled in
1969 by the military for political reasons (Costa, Simdes and Kehl, 1946).
Globo Network had the highest indices of growth (ratings, advertising and
televiston production) during the military regime, and it readily adapted its
programming to meet the ‘high quality’ standards desired by the State. A
former director of Glcbo's serials and telenovelas describes the alliance of
interests which resuited in Globo's virtual monopoly of the television scene

throughout the 70s and &0s:

A nice marriage happened between Gloho and the image of a
‘Great Brazil'. Globo became the representative of the ideals and
dreams of the miracle, of the developmental pride, of the
glamour, over and above the crises of the regime, over the ups
and downs of the military system during these 15 years. Globo
became a bastion of the middle class, floating above reality and
selling to the viewer a pretty Brazil, well-succeeded, a Brazil of
the miracle. It was affinity, it was not a Machiavellian plan put
forth by someone. Globo is, without any doubt, the best-shaped
and finest product of the dictatorship. Globo made concrete an
abstraction: Order and Progress. (quoted in Carvalho, Kehl and
Ribetro, 1979 : 100)

The step taken to ameliorate the caliber of programming came with
the concept Globo Pattern of Quality’, which has dominated the network’s
programs ever since 1973 with the arrival of color TV. The ‘Globo Pattern of
Quality’ also signified the 'modernization’ of television visual aesthetics,
which started to be dictated by Globo. In practice, it means “clean”™ images,
modern settings and beautiful landscapes and people. Maria Rita Kehl, a

sharp critic of Globo, gives the following assessment of it:

The electronic visual opulence created by the station contributed
to erasing from the Brazilian imzginary the idea of misery and of
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economic and cultural backwardness, and this glamoriced image,
luxurious or ,at least, antiseptic (when you must show poverty,
then better disinfect it: instead of miverable classes, a ‘humble
but decent’ people, not to shock anynne) dominated the visual
language of all sectors of cultural and artistic production aimed at
the large public. (Keht, 1979: 12)

Kehl criticizes Globo for not showing the profound contradictions
brought by capitalist expansion, scenes such as a beyggar picking food from
trash cans and carrying it inside a boutique's bag, or television cets inside
impoverished slum-homes, the ultimate Taesthetic of hunger” that the
‘Tropicalist Movement' in music had exposed and played upen (Kehi, 1979)
In the literature about Brazilian television Globo 1s essentially seen as the
ultimate example of a modern enterprise idealized by the military regime,
and its programs were reflecting nothing else but the modernizing trends
being imposed on society (Caparelti, 1982, Carvalho, Kehl et al, 1979, Kehl,
1986; Ortiz, Borelli et al., 1988). Tne critique of 'modernization’ itn Brazilian
popular culture, as in other South American sites, has replaced, af in least in
part, the once dominant approach of ‘cultural imperialism’ in Latin American
communication research. However, both streams seem to represent a one-
sided positioning by giving attention almost exclusively to the economic
effects of commercial television, leaving the realm of production and

consumption of symbolic goods relatively unexplored
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Television. modernization and consumsarism

In the film Bye Bye Brasil (Brazil, 1980) a group of popular
entertamners drives through small villages of northern Brazil, where its
crcus-like show used to be the greatest attraction. Astonished and
dissppointed, they gradually start to understand that great changes have
taken their public away. Instead of the usual welcoming audience, what they
see is a landscape dominated by hundreds of ‘fishbones” (television
antennas) and local people hypnotized by the small screen. Poor peasants
lured by the disco beat of the telenovela ZamynDeys and Amazon Indians
carrying pocket radios and desiring to fly in an airplane 1ire among the
scenes of this new landscape. At a first glance, Bye Bye Brasil seems to be
a forceful criticism of the destructive effects television and its commercial
logic have had on Brazilian folk culture. However, in its radical and
stereotyped portrait of a culture going through a (supposedly harmful)
process of modernization, 1t soundly reverberates the thesis of ‘cultural
domination’ wherein tmposad trends violate and weaken a certain pursly
attached to all native cultures. In the film, as in television criticism,
television remains central to the question of cultural transformations

provoked by economic changes:

Regional cultures lose out in the face of the massive penetration
of television images as the standards of powerful comimnercial
television networks (especially TV Globo), geared largely toward
the urban audiences of the south, are itnposed upon Brazilians
throughout the country, with no reciprocity possible. (Johnson,

1984 '125)
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One message of Bye Bye Brasil 1s that television has caused the
destruction of folk cultures and cultural diversity, imposing upon
impoverished rural populattons th~ language fashions and consumer culture
of urban Rio de Janeiro. It is the modern (and often foreign) element simply
and umproblematically conquering authentic, local cultures which remain
powerless to face the ‘invader’. It1s interesting to note that the show of the
"Caravana Rolidei” 1n the film also "represents an urban phenomenon trying
to impose itself on the rural population” (Lopez, 19§5). The ‘foreign’ element
is clearly present in the show performed by the popular artists, when the
magictan “Lord Cigano” makes snow falls 1n the middle of serdso (the hottest
and driest region of Brazil). However, thic seems to be all right because 1s
not mediated by technology, but performned live by the artist |, while the
disco dance craze proposed by the telenovela poses a probfam because it 15
mediated by technical apparatus not avatlable and not understood by the
rural peasants. The problem is the medium, massive and unbeatable in 1its
attractiveness. Television is often placed at the center of cuitural processes
allowing the replacement of an authentic and pure culture by a standardized
and ephemeral “other”, which is how television culture 1s perceived by the
‘cultural domination (on an international and national basts) approach 12

The general argument of Bye Bye Brasil not only articulates a
positioning also found in the literature on television and modermzation, but
it reveals a serious contempt some Brazilian filmmakers developed for
television as a mass medium. One can speculate that such discontent stems
from the following reasons. Firstly, ever since the 1970s Brazilian
television’s amazing growth has lured the public away from the national
cin. - since television started to air quality programming and employ the

best a.tistic talents hitherto only seen in the cinema. Secondly, the glamor
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and cleanness characteristic of Globo's “pattern of quality” was popularizing a
vicual aesthetic which was in clear opposition to that of a whole generation
of filmmakers Glauber Rocha fathered the ‘Cinema Novo' movement based
on the principle that fiims should show the raz/ face of Brazilian society, ié,
its ultimate condition as an oppressed and colonized people (oppressed by
authoritarian political regimes and colonized by European and American
cultures) This current informed the cinematic work of influential directors
throughout the seventies, among them Bye Bye Brasil ‘s director Carlos
Diegues, for whom the cultural ‘modernization’ represented by television was
a hard one to swallow.

The ‘modernization tale' on the popular culture of developing
countries has been an issue for quite a number of cultural critics. The works
outlined below are representative of this current, which has provided
valuable and intelligent analyses on this topic. Michéle Mattelart (1986)
frames her analysis of women's magazines according to the ‘ideology of
modernity’ they put forward, which, in the context of popular magazines,
"helped both to disseminate a notion of change and to orientate
the development of women in a direction compatible with the
performance of their ~stablished social role as wife and mother”
(p.26). Jean Franco (194u) makes an argument according to which Mexican
weekly comic strip books seek to incorporate readers (especially females)
into the logics of an international division of labor. The narratives attempt
to propagate a (modern) work ethic that contradicts traditional cuitiral
values of Mexican society. Machismo and superstition, thus, are discredited
because they prectude women from becoming as productive as men in the
work force. Similarly, a study by Cornelia and Jan Butler Flora (1978) on

Latin American photonovels shows that they focus on the integration of
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wommen into the labor force and into consumer culture Maria Rita Kehl
(1979) asserts that Brazilian telenovelas of the 1970s evoked a central
theme: the urbanization and tmodernization of Brazihan soctety And Sérgio
Caparelli (1932} argues that the role of telenovelas was to attract mass
avrdiences and that television setved to integrate different sectors of the
population into the market rules of the international capitalist system
These studies document and discuss how popular culture tn the mass media
functions to propagate and popularice notions of cultural and economic
‘modernity’, and how this was related to capitalist diffusion 1n the countries
concerned. They are also examples of critical communication research in
Latin America, and must be acknowledged for breaking with empiricist
models predominant in the imperialism/dependency literature (like, for
instance, the Unesco-sponsored studies about the flow of television
programs). This type of analysis has contributed valuable historical and
theoretical accounts about communication and culture in Latin American
contexts. The writings of Kehl and Caparelli about Brazilian television are
specially important, and have been used here as sources for data and
explanations. However, in focusing almost exclustvely on the ideoclogical
effects due to television’s commercial operation, they tend to overlook the
relevance of other elements constituting the televisual apparatus, like the
relationship of programming to national culture, to mention one. In addition
to help promoting a mentality of acceptance for capitalist relations,
commercial television in Brazil a/e» developed a successful pattern of local
production 1dentified with Brazilian culture There 1s something about
Globo's programs, for instance, that makes them more attractive to Brazihians
than fine products from the mecca of television production- the US based

networks. The complex web of events enabling this situation has not been so
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forcefully investigated by Brazilian television critics as has the capitalist
logic of television operation. The overall leftist orientation of many texts
about Brazihian television provides for the same kind of shortcomings

indentified 1n orthodox Marxist analyses of the mass media:

Studies about Latin America from this perspective view the
audiences only as markets and the broadcast industry’s purpose
only as profit and fail to account for the existing complex
relationships (De Lima, 1988 :109)

It 15 interesting to observe that in the Brazilian academic literature,
core books about television (Caparelli, 1982; Carvalho, Kehl et al, 1979;
Costa, Simdes et al, 1986; Ortiz, Borelli et al, 1988; Pereira and Miranda,
1983, Sodré, 1972; Sodré, 1984; Pignatari,1984) tend to be either very
critical of the role of television or excessively descriptive of its programs and
phases An exception here is Muniz Sodré's (1972) analytical account of the
"grotesque” as an aesthetic category useful to contextuatize a certain period
of Brazilian television Arguments like those of Caparelli and Kehl, for
example, frame television almost exclusively in terms of its role in diffusing
and reinforcing the ideclogy of the bloc in power. Maria Rita Kehl asserts
that Globo's drama reflected 1nodernization ftrends. She argues that
telenovelas of the 1970s served to propagate and enshrine the necessary
values of a ‘modern nation”: social mobility, individualism, consumerism and
homogenization of language and culture (Kehl, 1979,1986). For Kehl, the
problem of television lies in its construction of the modern individual by
demobilizing his/her traditional values and making “happiness™ conditional
on the purchase of manufactured products and services.  She is highly

dismissive of television for its effects in terms of the creation of social
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distortions, such as a homeless kid saving up to buy a truck toy made 1n
US.A. (the "false needs” thesis), which are ultimately the distortions <f
capitalism itself. This is not to challenge the validity of Kehl's claim, but to
argue that this approach is insufficient to assess Brazilian television’s
cultural production. Television's promotion of consumption is inevitable and
undeniable, and it happens more or less the same way in every capitalist
economy in the western hemisphere. What 1s questionable in assessments
such as this ic the one-sided, unilateral, biased posttioning, almost entirely
dismissing the entertainment functicn of telewision viewing in Brazil, or
television's appropriation of leftwing ideas and persenalities, or  Globo's
investment in local production rather than US. imports These are true
"blind spots™ in Brazilian television criticism. After all, Globo TV became the
leading network of a television market that is technically effictent and rather
unique in creative patterns. Furthermore, the qualitative and quantitative
growth of Brazilian television, with a history of decrease in foreign imports
and increase in local production geared to nationsl culture, 1s rare
considering all the adverse conditions represented by economic and political
instability common in developing countries, and Brazil is no exception on
these matters. Not to mention that the rapid growth of the television
industry stimulated growth in related fields, specially in the advertising and
record industries.

Even at the risk of being too genesic, I bring this up in order to
suggest that Brazilian television criticismn suffers from a chronic economic
reducticnism which has held critics from giving thorough assessments of the
vast cultural territory comprised within Brazilian television [t 1s somewhat
troubling to realize that one of the richest and most creative television

systems in the world gets so poorly evaluated by those who seem closer to
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getting a fine picture of 1t. In addition, Brazilian critics also fail to explain
one fundamental feature of television in Brazil: its overwhelming popularity.
Questions concerning reception, pleasure and empowerment in television
viewing do not get discussed.  When muillions of people, a large portion of a
whole population, spend serious time watching televisicn programs of their
choice, 1t is indeed awkward for intellectuals, usually guided by leftist
ideologies concerned with the collective’s welfare, to sustain theories of
alienation and domination tuat give little credit to the people’s ability to
discern on matters of their lives.

Another example of this position is found in Michéle Mattelart's
critique of Latin American pop culture aimed at women. After extensively
describing the “alienating quality ot the products of the cultural industries”,
and affirming that serialized drama such as soap operas tend to limit
wornen's access to the time of history and action, and that by playing with a
‘Temale subtective time' the programs confine women within domesticity by
rewarding them with a secure repetition, she gets close to declaring viewers

mentally 1l

But what continues to pose a problem (..) is the fascination these
products still exercise over spectators (of either sex) who are
perfectly capable of giving an acute analysis of the serials’
alienating characteristics. What collective masochism, what
suicidal group-attitude can explain this fascination? {(Mattelart,
1982 72)

Telenovelas are often seen as being the foremost televisual narrative
devoted to displaying modernity in all its symbolic manifestations. Not only
their articulation of aesthetically modern settings and situations but also the

dominant theme of upward mobility represent all together the
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'modernization tale’ on television. At the same time it is also true that
narrative structure, themes, and humor are articulated around a cultural
collective memory based upon oral traditions and expertences spectfic to the
Brazilian cultures. This seems to be the key to Gloho's amazing popularity
amony all spheres of the social strata. And that is why economic reductionist
accounts are not so useful to explaining the success of a television apparatus
whose effectiveness reaches far beyond questions of pure economic nature.
Brazilian critics tend to put too much focus on television’s role 1n advertising
consumerism, a tendency that has kept many of them from giving « fair
picture of the telewision experienice as a whole, in which programming 1s an
important aspect. The difficulty of coming to terms with the private
ownership pattern and commercial nature of the Brazilian television
industry still poses a problem since it confines criticism within Althusserian
views of ‘ideological apparatus’ in service of a dominant ideology. It 1s
itnportant that television criticism examines more carefully the culbural
product of Brazilian television. The theoretical posttioning of popular culture
as a site wherein cultural struggles takie place, thus problematizing processes
of dominztion, is of great relevance to such a task. Cultural hegemony 1s
negotiated, popular television is one site wheretn this negotiation may take
place, and it is not ruled out that such negotiations might be pleasurable

ones.



50

Globo TV and Hegemony

As a cultural industry, television exists as an econormic institution and
as producer of symbolic meanings, so that a thorough comprehension of its
logics must, at least, recognize the complex interplay of factors involved in
the television experience. Television has become indeed a very complex
industry under capitalist econornies. On the one hand, there is the concrete
economic base in which television operates: 1t is a business funded by
advertising, so that the starting point is to create attractions capable of
holding audiences, whose viewing time is what is "sold” to advertisers. The
more viewers a station has, the more advertisers will buy time to display
products and services. The programs, as a result, must satisfy in one way or
another the audience's expectations. In addition, commercial television in
North and South America is primarily an entertainment medium. This is
evident even in the way the news is presented. Specially in the high-tech
reality of Awerican private networks, facts are selected and presented in a
certain manner, ¢g, news items are edited short for it is assumed that
viewers want fast and easy information. Sound effects, statistics, neat
1mages, computer graphics, meteorological maps and reliable ‘faces’ are
combined together in a journalistic show aimed not only at informing, but at
conquering as well the viewer's attention with all these ‘side shows’.

If this works for the news, prime time hours, the peak viewing time,
1s marked by even greater efforts on the part of broadcasters to reach out
for the largest possible audience. Prime time entertainment is crucial to the
smooth running of 3 privately-operated television system. Television
producers find source material in the interplay of forces in soctety. In order

to be successful, programs must ‘ring a bell’ in the viewer's mind, they must
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speak to the emotions, to the imaginary, and to the history of audiences
Television is profoundly embedded in concrete cultural systems. It 1s clear,
therefore, that television is both "an industrial process and a cuitural
process” (Meehan, 1986). To posit the discussion in the field of research, 1t

seems logical to accept that

... for a holistic understanding of television, a political economist

can not afford to lose sight of the cultural dynamics of television
- just as the culturalist can not afford to overlook the economic
base upon which televisual reptesentations are consttucted
(Meehan, 1986 .455)

This discussion intends to follow up the point made in the previous
section, in which the modernization literature is framed as reductionist
precisely for not giving a fair account of the cultural dynamics at work in a
televisual system. There are so many forces involved in the construction
and consumption of meanings in the form of television programs, that
explaining contemporary television through theories of 1declogical
domination is to limit the television apparatus to its econornic and 1deological
effects. In this context, other strategies were needed to provide more
coherent and consistent analysis of television and popular culture in
industrialized societies. It is here that the concept of hegemony appears
most useful, precisely because the concept comprises a theory of cultural
domination more subtle and more flexible to the continuous shifts in
interests and tolerances by the structures in power Most important, though,
is that the negotiations involved in hegemony do not exclude the poscibility

for moments of resistance and opposition to the ruling ideology
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'Tdeological hegemony' is a Marxist concept which was defined by
Marx himself as being the ability of a ruling class “to represent its
interests as the common interest of all members of society, put in
an ideal form: it will give its ideas the form of universality, and
represent them as the only rational, universally valid ones” (quoted
in Lazere, 1987 :17). The current use of the term ‘hegemony’ in critical
theory, though, is largely due to Antonio Gramsci's articulation of it as
opposed to ‘coercion’ in processes of ideological domination (Gitlin, 1982).
According to Gitlin, the Italian Marxist Antonio Gramsci developed the notion
of hegemony when looking for answers to the failure of working-class
movements and the rise of Fascism in Italy in the 1930s. He became
suspicious of the working class’ inability to undertake revolutionary action
and tried to explain it with the concept of hegemony: the peaceful attempt of
dominant groups to inscribe its ideology into the common sense and
lifestyles of the population, thus naturally winning its acquiescence.
Cultural theorist Stuart Hall, who has drawn largely upon Gramsci's notion of
hegemony in his writings on the ideological effects of the media, defines it in

the following terms:

‘Hegemony' is in operation when the dominant class fractions not

only dominate but Jiract - lead: when they not only possess the
power to coerce but actively organize so as to command and win
the consent of the subordinated classes to their continuing sway.
‘Hegemony' thus depends on a combination of force and consent.
(.) Hegemony is accomplished through the agencies of the
superstructure - the family, education system, the church, the
media and cuttural institutions, as well as the coercive side of the
state - the law, police, the army, which &/ , in part, ‘work
through ideology’. It is crucial to the concept that hegemony is
not a ‘given’ and permanent state of affairs, but has to be actively
won and securad: it can also be tost.  (Hall, 1977:332,333)
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In accordance with Hall's grasp of hegemony, a number of
contemporary leftist critics no longet subscribe to the iea of monolithic
structures of the state and the media flooding the social formation with
bourgeois thoughts and beliefs. In fact, a substantial body of work 1s
devoted to pointing out the existence of progressive political content and
liberal ideologies in the mass media (specially film and television), as well
as the media potential to generate antt-hegemonic messages (Lazere, 1987)

Hegemony operates through Globo Network's nrogramming 1n a
variety of ways. Firstly, it is important to stress ‘*.at since the early
seventies, Globo has held a monopoly over the Brazilian television scene,
which has made the network. one powerful influence on Brazilian public life.
Globo represents an interesting case because it shows the extent to which a
single media group can inform and determine socital trends in a national
context. Venicio de Lima (1988) states that Globo 1s “one of the most
powerful political and ideological forces, central to constructing and
maintaining the hegemony of the Brazilian ruling bloc™ (p 115). De Lima
calls attention to Globo's owner’'s attitude regarding the role of his media

conglomerate:

Roberto Marinho behaves as 1f his media empire has a parucular
"public mission”, and he sees himself as the self-appointed
interpreter of Brazilian needs and aspirations, judging day-by-
day what is good and bad for the country. (De Lima, 1988 :115)

One study done by De Lima identifies three events in which Globo TV
deliberately manipulated journalistic coverage in favor of its own political
interests. During the 1982 elections for governor of Rio de Janeiro state,

Globo aired false information concerning the imminent victory of the
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Socialist candidate Leonel Brizola; distor*zd information was aired on the
occasion of the first major o1l refinery (controlled by the Federal
government) workers' strike in 1983; and Globo’s newscasts suppressed
information during the massive public campaign for direct presidential
elections in 1984 (De Lima, 1988). Regarding the first example, it is openly
known that Roberto Marinho sees the politician Leonel Brizola as a personal
enemy In an interview with ke Mew Fork Times, Marinho is quoted as
saying that Brizola “transformed the marvelous city that is Rio de janeiro
into a patio of beggars and peddlers. I came to consider Mr. Brizola harmful
and dangerous and I fought™ (De Lima, 1988). In the other two events, the
distorted coverage may have something to do with the fact that Roberto
Marinho's posttions on political matters tend to agree with those of the
Federal government, which explains the news favoring the government side
on the event of the worker’s strike and the government position opposing
direct elections to elect the first civilian president after 20 years of military
rule However, the political ties between Globo and the government are not
so tight as 1t may appear, and the network has changed positions to adapt to
developments on the political scene. For example, in 1983 Globo's owner told
president- General Jodo Figueiredo that he was not going to support the
government's candidate for the coming presidential election. Globo chose to
support the then vice-president Aureliano Chaves, a decision thal was
changed later in 1984 as segments of the economic elite joined the national
campaign for direct elections. Under the new circumstances, Globo could no
longer 1gnore the power of the opposition and the popular demand for direct
elections, starting to give {air coverage for the huge rallies going on in
several cities Despite the national mobilization for direct elections, the law

regulating it was not approved by the Congress. The first civilian president
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after 1961 was to be elected by members of the Congress and the Senate In
this election, Globo supported Tancredo Neves, candidate of the opposttion
coalition, who defeated the government's candidate By changing positions in
order to accommodate the emerging forces in the political scene, Globo
maintained its hegemonic position by actively taking part in the new
articulations of the group in power (De Lima, 1988). In the presidential
elections of 1989, Globo's extensive coverage of the campaign of liberal
rightist Fernando Collor de Melo is seen by many analysts as being dectsive
for Collor's close victory over the union leader Luts Ignacio Lula da Silva
Collor de Melo was the unknown governor of the inexpressive state of
Alagoas (population of 2.5 million) until Globo's sympathetic coverage helped
to construct his image as an youthful, active, and audactous politictan
determined to fight against corruption and inefficiency in the public sector
Without backing from any established peolitical party and wvirtually no
support in the Congress, Globo's marketing of Collor had a pivotal role in
getting him elected president of Brazil with 35 million votes

On the entertainment front hegemonic processes are also 1dentifiable,
although they appear in a less direct form. Most of the dramatic content
produced by Globo TV, which as discussed previously 1s not interested in the
spectacle of poverty, constructs a fictional individual who is perfectly
integrated into a modern society. The average character, male or female, 1s
granted a certain cultural and social competency translated into having a job,
family, friends and, often, a well-equipped home. As Todd Gitlin has
observed in relation to American television, "hving rooms and kitchens
usually display the standard package of consumer goods” (Gitlin, 1982) The
omnipresent desire for upward social mobility may be read’ as reflecting the

concrete need of capitalism that individuals must have the means to
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purchase goods Unlike the American soap operas, by the way, money isan
iraportant subject in Brazilian telenovelas. Characters are very much defined
by their social class and economic situation; financial problems get discussed
in a realistic fashion, often with allusions to ‘the difficuit times the country is

facing’.

The aumbers of leadership

To put Globo's hegemony in better perspective, it is important to
clarify the size of the Globo media empire, since its leadership among the
cultural industries has not yet been seriously threatened. The television
network is the major asset of the largest communications conglomerate in
Latin America. Globo Network comprises seven fully-owned stations, six
repeating stations and 36 affiliates across Brazil, covering 98& of all Brazilian
cittes with a potential audience of 110 million (De Lima, 198§, Marques de
Melo, 1988) Roberto Marinho's media empire also includes the national
daily newspaper "0 Globo", thirty radio stations AM and FM, a video division
(Globo Video), an advertising production house (Globotec), and the record
label Som Livre which releases telenovela’s soundtracks in records and
cassettes!3. Globo's publishing company - Rio Grafica” - controls 128 of the
production of magazines and books, and the Roberto Marinho Foundation is a
non-profit organization founded to promote and finance projects of public
education (Vink, 1988) In 1985 Marinho entered the European television
market wath the purchase of Tele Monte Carlo (TMC), whose daily
broadcasting of popular Brazilian programming to Italian audiences upset

Italy’s most potent private breadcaster Silvio Berlusconi. Press reports have
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covered Globo's involvements outside the field of mass communication, such
as transports, engineerine, financial markets, and electronic equipment

In this context, Roberto Marinho seems to hold more power than any
other Brazilian personality or institution Globo's power to influence life tn
Brazil goes as far as getting the president of its choice elected TV Globo's
public campaigns on public health, for example, are most likely to be more
effective than those launched by the government itself There 1s always the
need for a balance between the persenal interests of the network’s owner
and the middle-class reality of Globo's audience, which 1s precisely what
renders the concept of ‘hegemony’ particularly us<ful here In order to
attract and hold the attention of viewers, Globo reltes on televisual
narratives that became the utmost expression of Brazilian popular culture A
biased political view smuggled into the news may find a counter-effect in
the form of a progressive message in a prime-time drama series, for
ezample. As certain as Globo' services to the interests of the “structures in
dominance” (although they sometimes conflict) 1s the operation of market
forces (e g. competition and audience expectation) pushing for high caliber
television in technical and cultural terms

This all leads to say that Globo's hegernony 1s “leaky” (2 term framed
by Todd Gitlin). However powerful the network 1s 1n organizing political and
ideological agendas, its political enemies do get elected (Leonel Brizola has
been elected twice for governor of Rio de Janeiro state despite the strong
opposition from Globo, whose headquarters are located 1n Ri0), voices and
subjects left out of Globo do get heard through other media channels, and
the capitalist propaganda embodied by Globo's comrmercial structure did not

stop Brazilians from almost electing a socialist, working-class man for
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president (the leftist Lula defeated Cotlor in the major cities of Brazil,
including Rio, Sdo Paulo, and Porto Alegre, in the last elections of 1989).

The focus of this critique of hegemony in Globo's programming intends
to discuss one aspect of the network success: it has become a hegemonic
medium, in the economic, political and cultural sense, thanks to its
appropriation of narrative genres and subjects deeply and genuinely related

to the popular imaginary.

What maintains Globo in power is the fact of its operations
clicking. No amount of political wheedling and jockeying would be
of avail if Globo's shows were not the most popular in the
country, if it were not a slick, streamlined organization that
spends huge sums on research, in keeping up the most modern
equipment in Latin America, and identifying its own interests to
a great extent with grass roots sentiments in the country. 14

Television and Popular Aesthetics

It is possible to observe worldwide that the status quo of televisicn in
soctety is closely linked to the popularity of its programming. In other
words, television is more influential where programming concerns itself with
the tastes of ‘the people’ and the task of entertaining. In order to subsist as
an economic institution dependent on advertising expenditures, television
stations are not stmply after ‘an audience’ for its programs, but after ‘the
largest possible audience’. This large and heterogeneous audience has
become a sort of abstract entity with an active role in various discourses
concerned with television. Private broadcasters claim they offer ‘what the

audience wants to see’ when justifying superficiality and mediocrity in
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programming, while cuftural c¢ritics bear upon the wit of audiences in
exploring the radical potential of popular programs

In attempting to explain the overwhelmiig presence of meledrama
in Latin American, Mexican writer Carlos Monstivais establishes a direct link

between the genre and the social reality of audiences:

The national identity is not a theory, but a practice . . We owe 1t

all to melodrama. The massive catharsis and emotional reliefs 1t
offers to any type of public organize the comprehension of
reality. In melodrama we see the merging of the impotency and
the heroic aspiration of a collectivity that does not have public
exits. (qucted in Mattelart and Mattelart, 1967 :19)

While some writers have regarded melodrama as being the most
suitable popular form to express valves and practices of the dominant
classes (through its representation of a middle class common sense informed
by bourgeois ideology), others have aptly pointed out that the development
of a genuine Latin American melodrama may represent a cultural staternent

against political and economic dependence (Lopez, 1985)

The cultural trajectory of the melodrama in Latin America
suggests that we must consider modifying our notions of the
cultural function of the dominant forces or dominant 1deology of
popular cultural discourses {...) Whereas the "dominant” in the
developed world 1s a system that actively rewrites, incorporates
and coopts differences and its own margins, we can argue that at
specific moments in Latin America the establishment of dominant
media/popular culture forms should be valued as itself
constituting a break with cultural impenalism . . . (Lopez, 1985
113)



60

The popular culture that came to dominate the television scene in
almost all Latin America is best represented by the telenovela. The process
through which the telenovela became the most important television/popular
culture fortm in Brazil 15 self-explanatory if we look at the historical
development of the genre and of the television industry itself. In the
beainning, the great success obtained by radio soap operas throughout the
continent (following American patterns) acted as a persuasive influence on
televiston progratarmers In fact, early Brazilian telenovelas were
adaptations from Latin American hits on radio When Globo TV arrived in
the scene 1n 1965 1ts philosophy regarding management and programming
was already different from the existing stations Put bluntly, Globo launched
the basis for commercial television in Brazil. Since the beginning, its stralegy
has been grounded 1n a consistent schedule for programming, dividing the
day into segments and targeting programs to specific audiences. The station
was also a ptoneer in audience research at a time when television-making
was highly amateurish and programs depended on individual effoerts of
directors and actors. In this context, telenovelas became increasingly an
alternative for in-house production with the advantage of attracting loyal
viewership. Many stations throughout Latin America had to fill out many
hours of broadcast without really having the funds to de this, and the high
costs of purchasing and dubbing U.S. imported show was not a solution
Stations had to find formulas at the same time inexpensive and capable of
sustaining audiences and advertising (Lopez, 1985). Telenovelas were viable
both economically and culturally, since the creative talent had been
developed by radio In Brazil, Globo's stronger financial situation, partly
due to its 1nitial ties with the Time-Life group, started to lure workers from

the other stations. Since its early phases, Globo’s dramatic production has
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been signed by some of the best cultural workers available. Although there
was a tendency among them to value theater as being superior to television,
working for Globo meant the opportunity to communtcate to audiences of
thirty million instead of twenty thousands in the theater In 1977, Dias
Gomes, the most successful writer in bringing political content to telenovelas,
justified’ his work on TV as following: “In 68 theater was under strong
surveillance; I had two ¢ptions, 1 would be etther a public servant or I would
go for TV. But there is nothing to discuss: if you struggle for a theater for the
masses, how to turn down a public of 20 mullion? Telewvision may be goed or
not, depending on who makes it, and limitations also exst in the theater”
(cited in Kehl, 1979). Playwright Oduvaido Vianna Filho, a central figure 1n
progressive political theater of the 60s, and author of many Globo' successes,
used o say that to refuse to work on television in the 20th century was a
sign of dumbness (Kehl, 1979). According to Kehl, progressive cultural
workers went to work on felevision to escape the ostracism of the
intellectual leftist movements of the 1960s . It is important to stress that,
although having to adapt to the rules of the new medium, theater artists did
not lose interest in the social and political agenda of thetr artistic productien
Accounts by telenovela writers indicate, among other things, a concern with

the quality of their work and that they are free to create their stories

I am not concerned in achieving success at any price I have a
story to tell and I will tell it as I think 1 should [ was hired to do
this, to do ‘'my’ telenovela, and Globo has up to now respected the
agreement. This telenovela will have all the ingredients which
formed my texts in the theater. It will have characteristics of a
telenovela, but will be my own. I am not running away from
what [ am in the theater and in the literature (Jorge de
Andrade, 1973, cited in Ortiz, Borelli et al,, 1988 :86) 15



62

In analyzing the work and press interviews of telencvelas writers,
Nico Vink noticed that they worry about the popular audiences, and wish to
provide "at least eletnents of a subversive discourse denouncing situations of
domtnation as oppressive and presenting them as changeable” (Vink, 1988).
Todd Gitlin postts cultural practitioners on one side of hegemonic process in
televiston enfertainment, sustaining that their views, values and practices do
have a role 1n keeping 1deological hegemony flexible (Gitlin, 1987). In this
regard, Vink also found that the overwhelming majority of television
creative workers in Brazil comes from the working class or lower middle
claszs, and that it 15 from thetr class perspective that they approach their
work on televiston. There seems to be space for counter-hegemonic
meanings in the field of acting alone The well-known actor Lima Duarte, for
instance, has mas‘sred the interpretation of popular characters - I want to
be the best interpreter of the average Brazilian man, and in my opinion this
15 the rural type” (quoted in Vink, 1988). His role as "Zeca Diabo” in Dias
Gomes' novela O Ram dmadeo is - classical example: the character’s
rationality grounded in his modest background worked to expose the
corruptness and triviality concealed behind the shadows of authority and
power It is known that ithe way an actor perform a character can affect the
way the character will evolve in the story. Some actors take their roles so
personally that their interpretation becomes passionate and thus leads to
unexpected results. An example of this is found in Manchete's Network
telenovela fimdanal (1690),which was entirely shot in the swampy Pantanal
region and had the pr~-ervation of wildlife as a subtext. One¢ secondary
character sctipted was of an uneducated, naive rural woman, who would
'wake up’ and fight sexual oppression when she finds out her husband has

cheated on her and has constituted another family in the city Actress
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Angela Leal, cast to play the character, described how she approached it 1n
the following mannsr: "I will do my best to show that Bruaca has the guts to
fight and conquer her space. When [ realized 1 could create an unique
character, I got myself focused, I almost went mad I was not doing 1t for me,
but sor &t Brazilizn women and | feel that, specially those of the lower
classes, to whom the character speak, are attentive” 16 Telenovela actors
and writers, in particular, are well aware of the political potential of thetr
work 1n a mass medium like TV Actors even use their populanty to make
critical statements about matters of society and politics It 15 common that
artists engage directly in political campaigns to support political parties and
candidates. The end of 1989 provided a curious scene on national television,
a clear example of the contradictions implicated 1n Globo's hegemony
Brazilian electoral legislation establishes that political parties are entitled to
free daily air time on national television in pre-electton periods, which has
made TV a key mstrument in political campaigns, since 1t 1s through these
programs that the majority of the population gets acquainted with the
candidate’s ideas and platforms. According to the polls, the nrst two
favorites running for president in 1969 were the liberal rightsst Collor de
Melo, who had Globo's owner support, and the leftist union leader Lula da
Silva, candidate for the Workers Party (Partido dos Trabalhadores) As
election day approached and started to look like it would be disputed by
these two, it became clearer that Collor was the candidate of the
conservative forces (Robertc Marinho included) and Lula of the whole left
Many actors and actresses who were employees of Globo made public their
support for Lula and appeared nationally in the Workers Party ‘political
programs’ asking people to vote for him At the same time, many of them

were seen on telenovelas and other programs being aired, and also appeared
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i Globo's mstitutional new year's commercial singing a jingle praising
Globo's top leadership in the televiston market. In accounting for the
ideolozical hegemony at work through Globo, one must, at least, admit the
existing tension inscribed 1n the contradictions between the organization’s
econornic reality and its production of cultural tests. The profile of the
"organic intellectuals” of Brazilian television is one active force mediating the
hegemonic process Globo's dissemtination of dominant values and practices is
less obvicus, less smooth and less effective when theces ‘hegemonic’
rieszages are idealiced and manufactured by cultural producers whose
professional and political consciousness tends more to the oppositional than
to the hegetnonic. On the one hand, as a private network Globo stands as
the perfect capitalist subject given the commercial nature of its operation
and dependence on exchanges of values (good programs value the cost of
audiences, and ratings value the cost of advertising time) In this sense,
Globo Hetwork represents dominant interests since in western societies there
15 hardly anything more heaemonic than the tightening of capitalist relations
On the cther hand, however, Globo's leadership 1s ultinately mamtained
through 1ts programs, which must consent and incorporate the ongoing
changes 1n the social sphere It 1s pessibly true that Globo's programmers
will go as far as they must in handling and pressing for social changes
provided that this will keep the system running profitably and Globo's
position as the "audience leader”. Not only cultural workers want to express
tdeas and representatiors of social and cultural relevance, but the
philosophy ¢f programming ttself is engaged in a constant search for novelty,
originality and creativity 1n televisien making.
The popular culture of television may represent in a variety of ways

practices and meanings from a perspective favorable to the bloc in
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power but it also may advance images and representations which reflect and
construct non-hegemonic perceptions of reality. " It is necessary to concetve
of these texts of popular culture as possible sites of hegemonic resistance
and to rethink the concept of the dominant as a possible vehicle for cultural
contestation” (Lopez, 1985 :12).



Chapter Three

The Evolution of a Popular Genre

Telenovelas are Brazil's foremost contemporary form of popular
culture and Brazilian television's greatest phenomenon up to the present
time. They account for much of television's prime time programming and
the viewing of telenovelas has grown stronger ever since their appearance in
the early sixties. To watch telenovelas has become such a daily habit for
mitlions of Brazilians regardless of sex, age and social class, that the
discursive features surrounding the telenovela text are profoundly
incorporated in the social fabric of Brazilian society. The subjects matters
and themes articulated on the prime time telenovela, especially during the
1980s, are often turned into media 1ssues, which helps to raise the audience
interest in the program as much as it locates television at the center of
public life. When a given character gains the audience’s sympathy, for
example, it is common that people appropriate something of the character
into thetr lives. Be it a slang, a joke, or language mannerisms, it will be
spoken by Brazilians from north to south. In sum, telenovelas can exert
powerful influences on vocabulary, behavior and consumption habits of the
audience

Even though television critics in the Brazilian press like from time to
time to declare a ‘crisis’ in telenovela production, asserting that the genre
has outlived its dramatic possibilities, Globo Network has successfully
managed to maintain the audience’s appetite for telenovelas, surely the most

watched programs and unarguably the most influential as well. Audiences
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range from fifty to eighty million viewers in prime time Considering that
each telenovela lasts between six to eight months (then a completely new
story and cast will follow in the next telenovela), telenovela’s writets have
particular styles of their own and thus some programs are more successful
than others. As for the popularity of telenovelas, it should be understood
beyond the quantitative instance, ié, the estimated number of viewers,
although this alone could speak for the popularity if we take the ‘popular’
here as being 'what is well liked by a large number of people’” However, the
popularity of Brazilian telenovelss is better understood 11 one accounts for
the flow of discourse generated by the telenovela narrative, or the effect
that the telenovela experience has on the collective. Brazilian anthropologist
Ondina Fachel Leal says she became interested in telenovelas as an object of
study when she returned to Brazil after hiving abroad and noticed an
excessive use of words and expressions totally unknown to her, all of which
were coming from the telenovelas of the time.

George Lipsitz’s argument regarding the rise of popular culture in
post-war United States as cultural transformations occurring under specific
historical conditions appears compatible with a general description of the
telenovela experience. Considered in their own context and time, telenoveias
also represent "historically specific elements within commercial
culture that allow for the expression of coilective popular memory
and the reworking of tradition™ (Lipsitz, 1990 14) What is important
in this assessment of popular culture as a force sharpening a ‘collective
popular memory’ is that this possibility 1s an alternative to the notion of
popular forms as conveyors of dominant ideological meanings. Lipsttz's final

observations go against the minimizing of popuwlar culture for its
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ordinariness, when it may be the very site wherein the most effective

changes take place.

By examining the relationship between collective pepular
memory and commercial culture, we may be on the threshold of a
new kind of knowledge, one sensitive to contestations over
meaning and capable of teaching us that a sideshow can
sometimes be the main event. (Lipsitz, 1990 :20)

In this light, one argument to be made in favor of the telenovela genre
is that, as being the ‘'main show’ of Brazilian television and popular culture,
it works as mediator of social and cultural transformations by setting trends,
generating discourse, and influencing the formation (and transformation) of
public opinion about subjects closely connected to the current social reality.
That would be the case, for example, of a telenovela shown in 1988 in which
the main plot was about white collar crimes, corporate corruption and
impunity. Telenovelas, seen this way, are the foremost elements motivating
what Lipsitz calls “collective popular memory™. It is also very common to
include themes connected to folk tales, myths and oral traditions of the
Brazilian cultural heritage. One very popular character has been the tale of
the werewolf, for example. This way, telenovelas are not confined within
boundaries of ‘modernity’ (with its discourses, landscapes and consumerism
fashtons), they also function to rearrange and recuperate beliefs and customs
belonging to lived cultural experiences.

Given the heterogeneity of the telenovela audience today, raging
literally from the illiterate to the intellectual, the programs seem to respond
to a variety of desires. These can be in the field of entertainment and

pleasure as well as of information and education By presenting a wide range
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of plots and story lines, they stmultaneously provide for pure entertainment,
practical nformation, escapist fantasy, social criticism, vaudeville, comedy,
and drama, depending on the sitvation from which they are seen o1 on the
cultural capital of the recetver.

When referring to the popularnity of Zg/fas 1n England, Stuart Hall
talks atout a 'secondary type of popularity’ to describe the moment "when
people started using categories from it to help interpret theitr
experiences” ( Hall cited in Ang, 1982 5) The type of popularity acquired
by telenovelas as a genre corresponds to this ‘secondary type” described
above Particularly true for the audtences of the lower soc1al classes,
telenovela viewing 15 a daily activity not only helping people to mnterpret
their expertences but also directly determinming social norms and tamily
relations. Household chores are made before or after the ‘telenovela hour’,
visits are not welcomed during this time, and access to seats near the TV set
respects a certain family hierarchy 1é, the oldest persons and guests get
the best seats while children seat on the fleor (Barrios, 1988, Leal, 1986)

Even if Brazilian telenowvelas find thetr origins in the Latin American
telenovelas, many stylistic and thematic transtermations have come about
cetting them apart Brazilian telenovelas evolved tn many different
directions, espectally tegarding content, from its Spamish-speaking
counterparts. Telenovelas on Brazilian screens, although still named as such,
have come to mean something else & thorough comprehension of this
"something else” requires an examination of the telenovela as a televicion
genre The next section shows how contemporary critical television studies
use and discriminate television genres, and se¢k to define the telenovela
genre in comparison to other dramatic genres such as the daytume soap

opera and the prime time continuous serials of American network felevision
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Telenovela as a Television Genre

We have become so naturally accustomed to making sense of
literature, films and television by classifying them according to existing
categories that nonexistence of classification mechantsms has become simply
unconcetvable The practice of defining literary texts according to types and
naming them evolved into a theory of genre, which later applied to film and
then to television studies (Allen, 1989; Feuer, 1987). Genre studies s a
vseful framework to study television programs because it allows for the
conceptualization of television genres, which do not necessarily correspond
to the literary or cinematic genres inspiring them. Melodrama as a cinema
genre “associated with the dramas of domesticity, woman, love and
sexuality” (Mulvey, 1986:81) gave birth to television genres such as the soap
opera and dramatic serials, although the classical melodrama film could
hardly be recognized in contemporary television of melodramatic nature.
Through a theory of genre 1t becomes possible to sort out television's own
genres Robert Allen, who wrote a book about the American soap opera, says

the following about the gusstr theory of cinema and genre studies:

[They] are important not only for providing orgamzational
schema for the study of screen narratives, but also for
foregrounding popular narrative forms (and in some cases
critically despised forms) and making them the object of “serious”
scholarly discourse. (Allen, 1989 :46)

In the same essay, Allen shows how the terin ‘soap ¢pera’ has been
used indiscriminately by critical scholars since its emetrgence in the late

1970s and early 1980s. 'Soap opera’ has been used to name daytime drama
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as Nafss (Ang) 17 Making the picture even more blurred, Jane Feuet
meraes daytime soaps with prime time serials by describmng them as
"television melodrama”, while Annette Kuhn argues agamnst the labeling of
shows ltke Ritss and Dynasty as being ‘scaD operas’ (Allen, 1989)  The
avthor wanfts to reject an indiscriminats use of the term 'soap opeta’
because, according to lum, this will only proleng the usage made by
traditional (empirical} mass communicatien research n the US | which uses
'soap opera’ “in order to hierarchize media experiences and texts by
gender, and having done so to create a large, undifferentiated
“other world” to which they (those gendered texts and viewing
experiences) could be conveniently consigned” (Allen, 1389 53)
Indeed, Allen’s point leads to a cructal question concerning the adequacy of a
term like ‘soaps’ to critical research today If traditional empiricist models’
use of the term 'soap opera’ has contributed much to debase the programs as
belonging to some inferior category, why should contemporary critical
writings, most of which carry a femunist agenda, keep using the term
indistinctly?

In this regard, one major task of television critical studies has been to
articulate the necessary redefinitions and reclassifications of television
genres, specially because conditions of production and reception continually
change, urging for more accurate accounts As Jane Feuer rightly observes,
the programs generically labelled as ‘soap operas’ have changed considerably

over time so that a redefinition of the term 1tself can no longer be avoirded

Originally a derisive term used to condemn other forms of drama
as being hopelessly "melodramatic,” the term "soap opera” has
been refined in a confrontation between such historical exarnples
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as the afternoon serial drama, the prime time serials, and British
soap operas. British “"soaps,” for example, cause us to question the
equation of the term soap opera with the mode of melodrama,
becavse their own mode nught better be described as "social
realism,” possessing none of the exaggeration and heightened
emotion and gestures of thatr American cousins. And the middle-
class, plodding, woman-centered world of afternoon soaps bears
little resemblance to the plutocratic worlds of Dafigs and Jynasty
(Feuer, 1987 :115)

AS a result, the tertn soap opera no longer applies to describe the
‘continuing seral format’ of prime ttme shows, for example, nor the generic
label "melodrama” to every dramatic content on television. On another level,
no one 1¢ suggesting that scholarly literature on television should agree on
static definitions or, worse, that these definitions should conform to the
industry's definitions. However, to keep putting everything under the
umbrelia of ‘soap opera’ 1s to take the risk of endorsing the traditional view
of soap operas as non-sophisticated narratives aimed at housewives, which is
hardly a desirable strategy for those interested 1n rescuing "women's genres”
[rom the 'back seats' of cultural experiences.

The following classification of some predommnant genres on
commercial television are offered for the purpose of mapping out the current
television scene, they do not intend to dismiss other definitions that might
be available. Under the broad category of television drama, it is possible to
sort out many different programs. Examples of the classical soap opera (if it
1s posstble to frame it that way) are best found on the afternoon soaps
shown daily on American networks and historically airned at female viewers.
Since women account for 80% of its audience (Feuer, 1984), the daytume soap
opera stands as the true "gynocentric™ genre on television  Situation

comedies are another genre highly successful in both daytime and prime
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time U.S television Sitcoms are half-hour programs shown datly or weekly
presenting a definite set of characters living different situations tn each
episode. Among the various sttcotns one could still differentiate the conic-
sitcom (Gotdan Girls FPerfoact Strangers from the family-sitcom ( 742 doshs
Shos, Full House, Faaly Mattarsy  The sttcom audience 15 much wider than
that of the soap opera, including children of varicus ages and men Frime-
time continuous dramatic serial has its staple in the worldwide known JGfss
and Dysssiy, both of which have outlived their popularity and have been
replaced by other serials The prime tune dramatic serials are usually one
hour long, =mploy better known casts and are oranted bigger production
budgets. A significant difference between daytime and prime tme serals
ltes in their content, since prime time serials have a “less conservative
morality, deal with power and big business, and contain more action™ (Feuer,
1984). Their audience is predominantly formed by adults, fernale and male
alike. These programs are the main weapons in the batlle for prestige and
ratings in which networks are permanently engaged Somne recent examples
of fine prime time dramnatic serials on American and Canadian commercial
networks are, respectively, Zhuriysomettung (AEC) and £V & (CTV)

The origins of the dramatic sertals and soap operas of U S telewvision
have been identified in the Hollywood melodrama of the 1950s The Latin
American telenovela finds its remote origins not in the melodrama film but
in the literary genre of fouifefon, a romantic narrative published daily tn
European newspapers during the nineteenth century Speculation about
these origins may provide 1nitial clues to assess the exsting differences
between the telenovela and the soap opera, both seralized televisual fiction
of great popular appeal. Soap operas are more restricted to the domain of

the home or interior spaces (offices and hospttals) emphasizing the exchange

<
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of 1deas and feelings among people related by blood, friendship or love.
Tanis Modleski even argues that soap operas construct the viewer as "an
ideal mother” by, among other things, presenting families menaced by
disruption and thus activating responses of tolerance and forgiveness. As for
the Hollywood melodrama, it "drew its source material from unease
and contradiction within the very icon of American life, the home,
and its sacred figure, the mother” (Mulvey, 1986:81).

Telenovelas, on the other hand, have (since the early sixties in the
case of Brazil) incorporated content of social and political concern and started
to explore contemporary problems and conflicts of society. As it 1s known,
the fewtfeton genre, ever since Eugene Sue and Balzac, has been concerned
with the masses and the anxieties inherent in class societies. The ordinary
man and his struggles has been a core subject for the nineteenth century
fewittoton, an influence that is still strongly felt in the confemporary
telenovela.

The classical feusffeton finds its ultimate representative in Eugéne
Sue, the French writer who revolutionized the world of popular romances
with “Les Mistéres de Paris” (1842). The dramas of the working class men,
the rude language of sordid taverns and the miserable conditions leading to
crime filled up the pages of Ze journal des Debzls, becoming increasingly
popular among the people of Paris (Eco, 1979). In a way, Eugéne Sue's
stories contributed to changing the status quo of popular romances, hitherto
dentified with worthless sentimentalism capturing the fantasy of bourgeois
women like Madame Bovary in the famcus novel by Flaubert. As it is
known, his work influenced the emergence of popular movements in France

in 1348 (Eco, 1979), and in 1850 Eugéne Sue was elected by a majority of
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working men to represent the city of Paris in the French Parliament
(Mulvey, 1986).

The point in discussing the Zeastfefon as a popular narrative and the
work of Eugéne Sue as a master of the genre lies in the fact that its influence
on the telenovela genre is always noted and widely accepted Brazilian
telenovelas have been described in the press as “electronic fenffetons™ with
a modern twist to the stories and adapted to television’s codes Even though
a full explanation of what Zewiffeion means 15 hardly provided, tt is always
framed as if it was something of inferior status 1n relation to other forms of
literature on the basis that it was a genre read by the popular classes The
continuous interest of telenovela narratives in class difference , as well as
the emphasis on the desire and efforts of individuals to rise upward socially,
finds a legitimate beginning in the literary rourlloton of the nineteenth
century. By highlighting the discursive and political possibilities of the
French fewifelon in its ttme, hopefully we open space to allow the
telenovela, in its own context and tie, similar possibilities.

The most important characteristic of the telenovela allowing for its
conceptualization as a television genre different from the soap opera 1s found
in its narrative structure directed towards a closure. The limited length
(seven months in average) implies that closure 1s an important feature
activating audience expectation and imagination. In terms of narrative
structure, the telenovela is not as opsn-ended as the soap obera and story-
lines develop in a mote or less linear way (which does not mean that plots
do not tangle and complicate, although this happens on a minor scale if
compared to the never-ending daytime soap opera).

Considering all that has been said above about the importance of

recognizing genre specifications, and about the influence of feurleton noveis
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on the telenovela genre, the question now is: what is a telenovela? To begin
with, it must be stressed that the word ‘telenovela’ is not the Portuguese or
Spanish translation for ‘soap opera’ as it is often erroneously assumed. The
link between them, at best, is that they are different variations of television
serialized drama  Robert Allen (1989) has argued that one problem
complicating 1 thorough definition of ‘soap opera’ lies in the fact thatit "is a
transnational and transcultural phenomenon”, so that it may signif, different
things 1n each national culture. Allen even attempts a curious imaginary
correlation with bird experts from different countries talking about different
national species; regardless of their differences, they are all “birds™ Curiov,
perhaps, but stil a dreadful example because through this metaphor he
grants the term ‘soap opera’ a semantic proportion it does not have. The
historical definition of the genre soap opera is excessively marked by the
industrial and common cense usage corresponding to the realities of US.
network television and culture. Therefore, it is misleading t¢ assume that
the Latin American telenovela or the Zéfdroman of French-Canadian
television |, for instance, are simply different types of soap operas, but still
belonging to the category generally known as ’'soap opera’. As stated
previously, they may be compared ¢n the grounds of their melodramatic
rature and because of similarities such as seriality, but not as being
‘national’ versions of the soap opera.

The word telenovela has no literal translation in English 18. [t exists in
both Portuguese and Spanish and it designates television programs of
relatively long duration presenting tales of mnass appeal using either
historical or contemporary settings and plots  Important producers of
telenovelas are Brazil, Mexico, Venezuela, Argentina and Colombia, places

where the increase 1n telenovela production often go hand in hand with a
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decrease in importation of foretgn telewvisiou fictton  Speaking of the
importance of the melodrama genre for Latin American popular cultures,

Ana Lopez makes ati tnteresting observation

It is ironic that at the moment when the New latin American
Cinema rejected the melodtama as the embodiment of cuitvral
dependency, television used the melodrama in order to establish
a solid audience base and as a result, created a nationalistic {or, at
least, pan-Latin American) form with which to begin to challenge
that very same cultural and economic dependence (Lopez, 1985
Q)

Despite the cormmeon role of enhancing local production, and the fact
that telenovelas are the most important television output below the equator,
the Latin American telenovelas can vary greatly in style and content
Nonetheless Latit, America 18 considered to be "the supreme territory” for
the telenovela genre (Mattelart, 1986), becavse of both 1ts predeminance
over television programming and immensée avdience appeal  As such, the
tartn telenowvela seerns naturally assoctated waath the oral ustery and cultural
imaginary of Laun American cultures, no rmatter how broad and
differenttated itis. Accounting for the difference of the Brazilian telenovela,
for instance, is the peculiar situation of Brazi wathin the continent itself
Brazil is not only the largect country of South America, but also the only one
in whicn Portuguese is the language spoken As far as mass culture goes,
US. products circulate at a much higher proportion than those of
neighbouring countries so that Brazilian' television airs virtually no
programming from other Latin American countries (the need for dubbing
from Spanish to Portuguese makes such exchange even harder)19  Brazilian

telenovelas are relatively common (thanks to Globo exports) in the other
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Latin Amertcan countries while the inverse does not hold true. As a matter
of fact, Brazilians are totally unfamiliar with television patterns and stars of
newghbouring cnltures  Given the very recent turmoil being caused by the
erhibition of two Mexican telenovelas by SBT Network, which for the very
first fime 1 challenging Globo's prime time leadership, television critics are
unanimous in judging the Mexican telenovelas as being of inferior quality, as
being anachronistic melodramas of extreme bad taste. The Leromes of such
telenowelas have become the subject of mockery in the press As for the
Brazilian telenovela, its most important features are outlined in the following

account by two Braczilian scholars.

[Telenovelas] deviate from the basic melodramatic formula,
incorporating elaborate outdoor stagings, up-to-the minute
fashions, trends and current events, and modern cinematic
techniques Irony, innuendo and political content wre important
elements of their texts. In addition, it is important to stress that
novelas constitute a genre which employs nationally recognized
writers, directors and actors. (Leal and Oliven, 1988 :84)

The distinctions between what 1s commonly called ‘soap opera’, with
all the "Americanstn’ underlying its meaning, and what is known as
‘telenovela’, with 1ts inks to an 1dentifiable cultural and physical space, are
outstandingly visible and quite irrefutable. As such, it is important that
contemporary crite il discourse differentiates the telenovela from the soap
opera Itis extremel” simplistic and quite inaccurate to regard melodramatic
genres on television as a melting pot of soap opera genres. The basic reasons
for identifying and labeling scap opera and telenovela as distinct television
genres 1s because they refer to two different kinds of TV programs and
because , as research on these genres grow, they should appear more and

more contrasted rather than associated with one another.
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Telenovela and Soap Opera- locating difference

Dutch anthiropologist Nico Vink wrote a pioneer bock defending the
emancipatory potential of telenovelas for the Brazilian working class  Based
npon extensive research, he writes that "soap operas are as different trom
telenovelas as the US A is from Brazil” (Vink, 1988) Leaving astde the
sociological implications of this observation, 1t was chosen becanse 1t gets to
the point quickly and malkes it forcefully Rather than list the similorties
and differences between telenovelss and scap operas, what follows 15 2
short discusston of textual and theoretical aspects of both genres intending to
clarify as well as to delineate thetr boundaries.

Soap operas are daytine shows on American commercial networks
broadcast from Monday threugh Friday from noon to the mid-afternoon
The soap opera audience is predominantly formed by housewives, although
college and high school students have become loval viewers over the years
as the soaps mserted plots of interest to younzer audtences  Althoush soaps
make up an important share of network programming, and also provide
guaranteed revenue for the networks, they do not share the status of prime
time serials They cost much less, and thetr cast 15 much less known by the
general public. Robert Allen 1s one author affirming that “soap opera
viewing still carriec a social stigma for many viewers” (Allen, 1939) A soap
opera does not have an ending, the stories can go on as long as twenty-eight
years (eg love of Life). Examples of soap operas that have been arcund
for quite a long tme are Gurdmyg Lighy CGenars/ Hospital  and 44 my
(Hildren (1970)  The daily episodes vary in duration, from %0 minutes to

one-hour long. Time for narrative development 15 @ major feature of the
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s6ap opeta A5 a result, there 1s an overdose of dialogues for very little
actien  Tama Modleskt observes that soaps rely heavily on the capacity
psople have to talll about and listen to each other’s problems “there will
always be tume for a person to consider a remark’s ramifications (.. ) action
and climages are of secondary importance” (Modlesky, 1962). What matters
15 ot wkst happens to the characters, but Aow they react to the events in
thetr lives Characters also talk things over several times among themselves,
¢, Drucilla finally accepts to be the maid of honor in her sister Sefia’s
wedding, the two of them talk extensively about this, then in ancther
seament Sofia tells her flancé Hathan how happy she 15 because Drucilla wwill
be her maid of honor Two days later (real time) they will still be talking
about this, now teiling sorebody else about Drucilia’s decision and the
happiness 1t has brought to her sister Sofia, why is getting ready to marry
Nathan, etc and etc 20 Famuly issues are a must and, as pointed cut by

Modlesky,

Soap operas serve to affirm the primacy of the family, not by
presenting an deal family, but by portraying a family 1n constant
turmoil and appealing to the spectator to be understanding and
tolerant of the many evils that go on within a family (Modlesky,
1682 268 )

The uitimate goat 15 to achieve harmony and happiness in family life,
something that appeals to motherhood, 1€, maternal feelings of
understanding and patience are called upon, viewers are asked to accept
people’s mistakes and nandle them with the tenderness believed to be
chatacteristic of mothers Mothers are mdeed a central figure in most soap

operas, and the relattonship of mother/children, as that of father/sor, is



R

treated as being the most sacred thing on earth Mothets and fathers have a
natural morat authority over thetr children and farmly umiy’ 1s one value
continuously endorsed Heterosexual marrtaze 15 anothet obsession in the
lives of soap opera characters, people are etther trymug to cet marre-d or
trying to get out of an unsuccessiul marriage As [ane Feuer has put tf, "t be
happtly married on 3 serial 1S to be on the periphery of the natrative”
(Feuer, 1984), so that there always will be a ‘problem’ tn the way of Lappy
ccuples 21 The world of secap opéras ts dominated by upper middle «la<s
professionals such as husiness executives, lawyers, doctors (always doctets, o
professional laboring at lunits of ltife and death), who live on the edzes of
personal problems and complications of all the sotts allewed by meledtama
Interior settings are the rule, which 1s related to the ‘low budget’ of daytine
soap opera tn relation to prime time sertals The all-indeor sets also reflect
fhe close relationship of soap operas with domesticity and family Homes,
offices and restaurants or coffee shops are the most commeon lecations One
hardly sees characters nteracting in the cutaide world or dowug ordinary
thungs such as driving cars, Shopping, or even esting At best, they are shown
stpping coffee or drinks. In the soap opara 7ie Lok7 and The Beauiifa/, for
instance, Jake is a professional tennis teacher 1n a club but all we get to cee
1s the sweat on his face when the lesson :s over and he offers 1ce-tea o his
students at a small corner of what we imagine 15 the club The spalial
dimension of locattons as well as activities implying action are left to the
imagination of the viewer. There are identifiable patterns for lighting and
set decoration, for example. Living-rooms aand bedrooms look alike in all
homes because of similar furniture and a subtle, soft light, while offices have
a darker tonality, often designed in brown, grey and blue tones  Unlike

many sitcoms’ homes and rooms, which appear convincingly real, soap opera



settings ate unreal and cold  The scenery, the lighting, the disturbing order
and cleanliness of things rmake 1f difficult to 1magine people tving in there.
The scenety on daytine <cap opsras, whether wnfentionally or not,
constructs artificial envireumerits inhabited by fellows who are up to etther
pood of bad acts n thetr search for love, money, hetrs, power, mattiage or a
lost. memory In their excessive emphasts on dislogues , and secondary
importance ascribed to images (constdering that television 1s primanly a
visual medium), the Arnerican soap operss are structurally and narratively
stronsly attached to the conventions of early radio sdap operas.

£ we have seen, soap operas are television proarams with no definte
ending, which allows for many complicated entanglements in which
problems are never resolved, they are only replaced by new ones Denms
Porter (1977) defined the 1ack of an actual beginning and ending in the soap
opera narrative as "an indefinitely expandable middle”. Because scap opera
emphasizes the personal rather than the public domain by playing on the
complex nature ¢f human life, and because it values conversation,
iterruption and repetition, two influentisl critical accounts claim that soap
opera represents an alternative narrative to mainstream narratives. Robert
Allen, for one, #5serts that the general codes of the soap opera - community
life, commercial breals, lack of closure, complex network of characters -
make the text an over-coded narrative form. His use of reader-orented

criticism leads him to state that.

the =oap opera represents an alternative basis for narralive
aesthetic pleasure 1n general - one that values complexity,
repatition, and speech over simplicity, telos, and action. A soap
opera viewer might find some aspects of a scap silly or
uninteresting, but she knows that the nature of narrative
engagement to be found in the soap opera is different from that
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to be found i any other form of comtnercial television - perhaps
in any other form of narrative (Allen, 1985 94-95)

Tania Modleski's (1982) analysis of soap operas posits them as un
alternative to traditional mafe narratives Modleckt makes an argument
positing soap opera as a genuine form of female pleasure because it 15 closely
linked to the rhythms of women working in the home  She consideis Lop
opera as “a unique narrative pleasure” since 1t incorporates distraction and
interruption 1n the text, something reassuring and pleasurable to temal:
viswers who watch soaps while dotng domestic labor  The soap opera
constructs 1ts viewer, Modlesh argues, as an deal mother”  through ite
reassurance of the centrality of family to a wornan's life Modlesht's account
might be perceived as a fermnist one, since her goals 1n framing soap opera
as a femimne narrative’ stem from a recognition that dominant hiterary and
mass culture texts are essentially male-centered A positive outcome of this
thesis is that it raises a whole set of questions regarding the relationships
among gender, genre and pleasure. As a matter of fact, the interest in soap
operas wiathin critical television studies was nfluenced by the lernimst
outbreak in {ilm studies (Allen, 1989) There has been a tendency arnong
feminist scholay = o - 2855 soap operas in a posittive fashion on the grounds
of 1its differences from mainstream (male) narratives as well as on the
pleasures women derive from soap opera viewing However, Modleski's
praise of genuine “feminine texis” such as the soap opera also allows for a
quite non-feminist interpretation Considering that the Zaramre of soap
opera narratives lies in its slow pace, repetition, emphasis on dialogue rather
than acton, on the private rather than the pubhic spheres of hife, to use
these codes 1o justify women's preference for them 1s somehow supporting

the distinction between female and male sexuality in terms of passive/active
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rol=5 In other wotds, to snggest that women enjoy the eternal and personal
world of soaps becanse they are in tune with female rhythras 15 to make
staternents sbout fermumty’ which fernusts would hardly be omfortable
with It 15 to affurn a troubling situation in which women ‘talk’ while men
‘act” These questions are complex and complicated because they go back to
essenttal questions surrounding ‘wemanhood” ever since Freud started fo
raake claims about hurnan sexuality  Are women more “competent readers’
(Allen’s term) of soap operas because they are psychologically more suited to
this task, or does their ‘competence’ stem from a combination of historical
and socto-economic circurnstances confining more women than men to the
repetitiveness of domesticaty? This questioning s legitimate and 15 woidty
of further investioation, but 1t by no means dismisses the valuable
contributions of works like those of Modleskt and Allen to the study of soap
opeta as a unique narrative form

Telenovelas, on the other hand, have not had a feminist treatment
despite the fact that they have been strongly associated with the realm of
the femunine In fact, the classical account despising the telenovela genre
regards 1t 3s being tales about love and happiness aimed at providing
escapist fantasy for women  Writing about the Latin American telenovela,
Michéle Mattelart only brings up its conservative agenda. “ { ) reveals a
highly normative message whose structure is Manichean: the good and the
virtuous are rewarded Love sanctioned by the legitimate union of marriage
1s better than passion, which 1s always punished by fate” (Mattelart, 1986
59} Thus kind of evaluation of telenovelas prevailed until the md 1980s,
when crities began to acknowledge the evolution of the genre towards more
complex plots concerned with contemporary 1ssues of soctal relevance. It is

noteworthy that by 1987 Matte.art had changed the terms of her criticism



by acknowledaing the "power of seduction” of contemporaty Bratilian
telenovelas, and thetr far-reaching possibilittes constdetng thetr impact on
the social! formation and nattonsl popular culture  Three books by Entopean
anthors 22 atout the Brazilian telenovelas - Lasazat and Rictiert (Italy, 1950),
Armand and Michiele Mattelart (France, 1387, and Mico Vink (The
Ietherlands, 1958) - have contributed to rescung the telencvela genre 11om
a long history of intellectual and ideclogical disdatn  EBut, betore Lelenowela
reached Europe and attracted crifical attention there, they were altcady
outstandingly popular inside Erazil

Unlike scap operas, Bracilian telenovelas are breadcast at night trom
Monday to Saturday by at least three national networks Globo netwatk has
historically dominated both drama production and andience ratings On
average, its national newscast ( jfowms/ Naonsal/) and the following 8 o'clock
novals are watched by 70% of the national audience ( this would be 2
spectacular figure 1n any other western country ) In 1975 Globo started to
show four telenovelas daily, each one with different characteristics and
aimed at different segments of the audience Generally known as "novela of
6, 7, 8 and 10", they only go on air at 610, 655 and 8§ 30  The & PM
telenovela has historical thetnes, usually adaptations of literary classics or
romantic novels by Braziltan writers of the [Gth century The audience 1s
assumed to be formed by housewives and children, and the intention 15 often
a pedagogical one - to teach younger viewers about the early history of the
country. With the 6 o'clock ‘historical’ telenovela, Globo complies with
federal regulatory polictes to promote naticnal culture and history
Jsaura ihe Save Gir/(1976), which has been seen by worldwide audiences, 1s
the greatest hit of the 6 o'clock slot. The 7 P telenovela 15 designed to

entertain a wider audience with humorous, light and witty stories  The
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sethings are often unconventional ones, such as the world of buffet services
a perfume factory or a husiness run exclusively

Y wotren

The War
potwean the Seves (1983) was a bty s .eSs because of its all-star cast,
including two of the most acclaimed theater actors in the country and its
1990)

re1gn as audience leader”.

open mspiration by classic American cotnedies of the Doris Day type (Kottak,
The 3 PM telencvels 15 Globo's main weapon sustaining

its long
The stories rely on realistic plots with a
melodramatic component, although almost always with 3 certain dose of
humor Typical plots include romance, struggles for power, murders, and, as
many critics like to emphasize, characters seeking upward soctal mobility.
Also, discourses on sezual politics, women’s’ struggles, class difference,
economic¢ and political power have appeared 1n various telenovelas. Also, the
opposttion between the upper-class universe of glamour and power, and that

of middle-class families, with their dramas and aspirations, provide an

endless source for the plots 4 former Globo marketing researcher explains
the networll's strategy for telenovela programming:

I start at s1z o'clock with a swory that makes women remember
the time of their grandparents, purity, romantism. At seven I

throw something still light, but already with some problems,
almost a photo-novel. In the eight o'clock novela, my friends, it is

time for women to undergo a catharsis. This novela represents
thetr own day-to-day life ( cited in Vink, 1988 : 46)

The 10 PM slot worked as a laboratory for experimental telenovelas,

allowing for daring subjects matters and deviation. 1n narrative style. The

attempt was to reach an adult, intellectual audience, whose relationship to
the genre telenovels was one of conternph

Some themes explored were
sexual repression, conservatism, urban pollution and political power. Two
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telenovelas shown at ten oclock became true legends in the histery of
television 1n Brazil Ssramandans (1970) was a strilung prece of fantastic
realism on television, and &adra/s (1979) was the TV version of Jorge
Amado’s (an outstanding Erazilian writer) best seller novel about the
polttical scene tn northeast Brazil when a few landowners dictated the tules
The 10 PM time slot was distnissed in 1979 One expetiment tried at the
narrative level was a3 tetenovela hawving three different endings, and a nnat
chapter in which all characters (alive and dead) were reumted (Kottal,
1980) The 10 PM telenovela was replaced by "naticnal minisertes”, another
suceessiul formula launched by Globo Networll in the early e1ghties

There are definttely more distinctions than sitlarities between the
American soap opera and the Erazilian telenovela To begin with, the former
has a indefinite duration while the latter 1s limited to a certain number of
episodes (or chapters) , ranging from 150 to 1§0  After six months, the
telenovela on air reaches an end, and is replzced by totally dilferent plots
written by another writer and performed by other actors and actresses
According to MModleski, the soap opera narrafive, "by placing ever more
complex nhstacles between desire and fulfillment, makes anticipation of an
end, an end in itself” (Modlesks, 1982} Anticipation 15 expertenced tn
another way by telenovela viewers, who, knowing in advance that situations
w2/ be resolved, seem to dertve particular pleasure from anticipating
resolutions. Furthermore, what the audience thinks about how a telenovela
should end 1s taken very sericusly by the producers, who already provided
for last minute changes in final chapters so that audience expectations would
not be frustrated. Thus, it is not only comimon practice to speculate about
future plot dewelopments and entanglements (also a task performed by the

media), but viewers seem indeed to believe that thewr opinions matter
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Globo has a Research Department which continually measures public
response through exammation of ratings provided by Ibope (the official
organization for avdience measurement), tele-rnarketing, letters sent to
actors and writers, and reviews and media accounts.

This way anticipation is not an end in itself, but it represents a way
through which andience’s desires and expectations about the ending of a
telenovels may be satisfied  Final episodes are so important to the
telenovels expertence that they have the potential to mobilize millions of
peopls, finding a parallel only in 3 few occasions, such as the four-day
carnival holiday and the games of the Brazutan team in Soccer World Cups.
In some final episodes of popular movelzs Globo's share of the audience
reaches nearly 1003 , something never experienced by any American
program, not even the immensely popular Super Bowl final or a presidential
debate (Kottak, 1990) Another important characteristic of Globo telenovelas
1s that current events, international or national, as well as political debates
are often woven into the narratives As a result, the fictional world of prime
tine telenovelas is constantly commenting on matters affecting the real life
of millions of viewers If the Brazilian government launches an economic
plan freezing calaries and prices, for example, the fictional world of
telenovelas will also be affected by the measures and characters will act
accordingly.

Most protably due to the limited length, telenovelas narratives
develop at a faster pace than that of soap operas. The scenes are shorter,
editing more agite, and dialogues get v Llie point quickly. In episodes of
forty-five minutes duratien, several story lines move forward. In one
hundred-eiahty daily episodes, a similar complex network of characters have

to explain their refationships and see thetr ltves interact; problems must be
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created and then worked out, audience interest must be activated, then
maintained, and raised as the telenoveia approaches its ending.

Although budgets expenditures are hardly revealed, telenovela’s
production gets the kind of money that it takes to keep the ratings, and the
advertisers. Casts include some of the most talented (and costly) Brazihan
actors, entire scenic cities are constructed for shooting, and stories often
involve trips to foreign countries and to other Braziltan lecations. Outside
gettings account for mich of the attractiveness of telenovelas, since
photography explores to the maximuim the bright and colorful landscapes of
Rio de Janeiro (where most telenovelas are made).

In sum, the kind of public and media attention mobilized by Braziltan
telenovelas is not comparable to the kind of attention given to soap operas or
prime time serials (with rare exceptions) of American television, or perhaps
by any other serialized drama fiction in any place. In fact, the contemporary
(post-1980) Brazilian telenovela represents a unique form of popular

television that relates in rather unique ways to the social formation.

The beginning: melodrama from Cuba

When the telenovela genre arrived in Brazilian televicion tn the early
1950s, “radionovelas” (radio soap operas) had already been a hit on radio
stations throughout Latin America for more than one decade. On radio, the
production of drama serials was organized directly by advertising agencies
or by advertising departments of multinational companies of soaps and

toothpaste, which is how the American radio and television soap opetas
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came into being (the name “soap opera”, for instance, is dve to the fact that
the sponsors were producers of soaps). Despite the great success of
radionovelas on Brazilian radio during the 1950s, the telenovela had a tumd
start on television. First of all, it was a genre "imported’ from other Latin
American countries, especially Cuba, Argentina and Mexico, and i1t was
greatly influenced by the Zwuiffeton genre and the melodrama of radio soap
operas (Ortiz, Borelli et al, 1988). The CMQ studios in Cuba, under the
direction of Goar Mestre, played a central role in diffusing the genre
throughout Latin America. The Cuban radio soap opera & ZLtaracho e Mwar
("The Right to be Born”, 1948), frem Goar Mestre's factory of melodrama,
was broadcast in all countries of Sounth America, was tuined into a
telenovela and became a hallmark of the genre. The reason Cuba became the
center for radionovela production, according to Renato Ortiz, was because 1t
had a well established system of commercial radio and, given 1ts proxmity
to Miami, programming patterns and structure resembled that ¢f U S radio
In 1930, there were proportionally more radio stations in the island of Cuba
than in New York city (Ortiz, Borelli et al, 1938) Peruvian writer Marto
Vargas Llosa offers a dazzling account aboul the world of radio soap operas
and its popularity in his novel Juns julia and the Scriptwreter (1977) The
protagonist envisages the Cuban empire of radio melodrama as a non-stop
production line creating "eight hours a day, in silent typewriters inachines, a
torrent of adulteries, suicides, passions, duels, heritages, devotions,
adventures and crimes which, from the Antuhan 1sland, shread throughout
Latin America”.

From 1951 to 1953, telenovelas were shown mainly by TV Tupi and
TV Paunlista of S30 Paulo once or twice a2 week, and compriced adaptations

from Latin American texts or Brazilian writers’ version of them Ortuz
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observes that most narratives carried a Manichean structure around the
opposttions good/bad, victim /villain. A typical plot brings a woman divided
between love and money, who is punished with death for betraying her true
feelings (Ortiz, Borellt et al, 1988). After 1954, however, the melodrama
Cuban-style loses ground to adaptations of literary classics by writers such
as Alexandre Durnas, Victor Hugo, Bernard Shaw and Charles Dickens.
According to Ortiz, the reason fc¢~ this change is the following: melodrama
was a suitable genre for radio because of the latter commercial structure and
oreat popularity, the exact conditions lacking in early Brazilian television.
Pregramming was aimed at a limited, elitist audience, and telencvela was fiot
highly regarded by both television workers and entrepreneurs (Ortiz,
Borelli et al,, 19&8). In this context, only with the expansion of teievision
throughout the 1960s is that programming, hitherto dominated by theater
and classical texts, becomes more popular in form and content, concomitantly
with a significant increase in telenovela production (now recovering its
melodramatic accent). The multinational companies of household products
were not directly in charge of production, but they remained the main
sponsors 16 out of the 24 telenovelas on air in 1969 were sponsored by
Gessy-Lever, Colgate-Palmolive and Kolynos (Ortiz, Borelli et al,, 1988). This
way, the introduction of daily telenovelas, partly pushed by multinational
enterprises concerned with advertising needs, also worked as a strategy to
win larger audiences.

The first daily telenovela to be shown on Brazilian television was .-
SE00 eupado ("2-5499 Busy') in 1963 . Both the script and the director
came from Argentina. The story was about 2 woman prisoner who worked
as a telephone operator in her prison and, in the first episode, when she

answers the phone, the man in the other side of the line immediately falls in
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love with &t voice.. (Fernandes, 1987). The actors who played the two
leading roles became later on famous names of Brazilian television, and thetr
continuous work in telenovelas has made them more popular in the country
than any other Brazilian personality. A central figure at this early period
was a Cuban-exiled, Gloria Magadan, who helped to mtroduce and establish
telenovela in Brazil. Magadan was sent by the American Colgate-Palmotive
to work as thie public relations person in the Brazilian affiiate Later on she
went to work for Globo, as head of the network's division of telenovela The
‘Magadan® style”, as it became known, was pute meledrama  exohic
landscapes, dramatic romances, sterectyped characters and mysterious types
(Mattelart and Mattelart, 1987). Some critics give credit to her for
implanting a professional scheme tor the production of telenovelas at a
crucial time for Globo, which was starting its operations and trying to attract
viewers. Howevet, the epoch of Gloria Magadan was one of tnany
abetrations. She made Brazilian writers place their stories in foreign
countries, for she thought that Brazil lacked romantism (Caparell, 19§2)
IMagadan's telenovelas comprised romantic tales setin distant foretgn lands -
in the realm of Arab princes, Russian emperors or European landscapes of
the 19th cenfury. Diss Gomes, one of the most successiul telenovela writers
of all times and a recognized playwright, signed his first telenovelas with the
ridiculous pseudonym of Stella Calderon (it 1s not only a Spanish name but
also a female’s name), not wanting to be identified with the genre pushed by
Magadan. Among the telenovelas Gloria Magadan produced were her own
adaptations ¢f Alezandre Dumas' 7&e Count of Monte (risto , which she
titled "I Buy this Woman" (1966} and "The Sheik from Agadir” {1966), tn
which she dismissed one male actor hecause she thought he looked like Fidel

Castro (Fernandes, 1987). The increasing dissatisfaction of Brazilfan
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telenovelists with Gloria Magadan's 1deas and the pressures coming from the
rival station TV Tupt, which started to use Brazilian subjects in telenovelas,
ended Magadan's reign as the powerful ‘queen’ of telenovela production,

The turnabout catne with TV Tupt's 1968 production Beks Kocklaller
("Bob Rockfeller™), a telenovela that brought about the 'nationalizafion’ of
themes and settings and marked a new and promising era for Brazilian
telenovelas: the discovery of contemporary reality as a rich source for
fictional plots This telenovela subverted the hitherto dominant pattern of
melodramatic tone, artaficial dialogues and rigid acting. From Bedor Aoclreller
onward, the nortn has been the use of colloquial language and slangs,
natural acting techniques, improvisations, believable characters inspired by
ordinary people and sifuations drawm from everyday life. Instead of Arab
castles and desperate heroines of medieval Spain, TV Tupi proposed the
simple story of a suburban salesman who manages to frequent high society’s
circles pretending to be a handsome millionaire. The character's double
lifestyle was emphasized by his name "Beto”, a common Brazilian nickname
(equivalent to Bob), and "Rockfeller”, a clear allusion to the American
millicnatre Nelson Rockfeller. Relo Kocdraller changed the face of telencvela
“heroes. The references to the contemporary scene, plus the series of
contradictory lies and hilarious situations provided for the telenovela’'s
astonishing success. Bole Koalfeller was not only inaugurating the popular
figure of the anti-hero, but it also set the trend which came to define the
Braziltan telenovela genre: its realistic and contemporary language. Ortiz
notes that this telenowvela also marked a change in authorship. Narratives
that followed had realistic and geniuinely Brazilian themes, and were created
by writers coming from the more erudite backgrounds of theater and

cinema, instead of radio (Ortiz, Borelli et al, 1983). The aitempt was to
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develop a new aesthetic and narrative language for telenowelas, one
connected with the realittes of Brazilian soctety, which, as discussed
previously, was geing through major economic and political changes 1n the
early 1970s.

The ‘Brazilianjzation' of telenovelas

The adoption of Brazilian subjects for telenovela texts paralleled a
general trend of nationalization of programming in Brazilian television The
late sixties was a period of tight competition among TV stations set in Rio
and S3o Paulo, among them the young Globo TV. For several reasons related
to the military regime’s doctrine of "national integration” and its investments
in telecommunications (see chapter 2), Rio de Janetro-based Globo TV took
better advantage of that period and succeeded 1n becoming 3 network with
affiliates all over the country.  According to Straubhaar's figures, the
percentage of imported television programs in the 1960s and 1970s never
outnumbered that of local productions By the early 1970s, he writes,
Brazilian telenovelas, variety shows and mustcal programs had dominated
prime time, and imported material was used to fill up marginal viewing
hours (Straubhaar, 1984) As for Globo, owner Roberto Marinho soon
realized that the initial option of targeting the upper class (as suggested by
Time-Life experts) was not paying off, so he invested highly in telenovela
and ‘auditoriurn shows’ in order to reach larger audiences  Globo's
programming decision-making was given to Brazillan managers, who are
partly responsible for the network reaching ascendancy during the the
1970s
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& certes of factors contributed to Globo's hegemony launched at this
pecod  better salaries and equipments attracted the best talents, increasing
avdiznice ratings rased advertising revenues and a "pattern of quality”
designad to offer ‘good television’ to the masses (meeting demands from the
government) Telenovelas had a crucial rofe 1 Globe's growth because they
were (and still are) the network’s most important and prefitable productions.
Ag a matter of fact, the "realistic approach” for telenovela narratives, which
distanced the genre from tts melodramatic herifage, was fully developed
and 1mproved by the creative workers working for Gloho From the toisl
twenty-three "reatistic” telenovelas produced between 1970 and 1980,
eighteen were made by Globs (Ortiz, Borells et al, 1988). Commenting on
this, Marta Rita Kehl asserts that terms such as "realism”, "Brazilian reality”
and "real life” had become key words for telenovela's writers and directors
Kehl argues that the incorporauon of the so called ‘Brazilian reality’ into the
plot lines also increased the interference of television in people's lives
“That which reproduces life as we are used to seeing it, also
reproduces our ways of perceiving the real”, she writes, sugzesting
that telencvelas were ‘teaching’ people about their own reality, which would
appear ameliorated, or "glamorized™ on the screen (Kehl, 1986). If society
was going through a process of economic and cultural modernization, there is
no surprise in the attempt of television to keep up with the new
demography. Notwithstanding Keht's point, the 'modern telenovelas® also
reflect an evolution of the narrative. The 'modernization’ of telenovelas
(literally) refers to both textual and structural changes, ié., traditional
melodramatic formulas centered around romance evolved into more complex
and conternporary narratives which could also include questions of class,

gender, power and soctal relations. The urban settings of Braziltan cities
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hecame the main stage, and muddle-class characters brought the telenovela
closer to the people watching it

A television text alone does not have the power to etther transform ot
maintain social structures. However, as cultural thecrists have demensttated,
a combination of factors ranging from class and education to sex and tace
may influence individuals to 'read’ certain texts i certain ways, aud end up
reading messages that can seem politically reactionary, or prearessive  For
the moment, it 1s important to acknowledge that popular cultural forms such
3s the telenovels have, at least, possibilifies heading hoth ways Charges ot
“altenation” and "mampulatien” should be discards=d tor two Lasic teasons
Firstly, the grounding of stories in modern (or realistic) enwirontnents and
the incorporation of characters reflecting the actual hierarchy of a class
society seeks to bring the stories closer to the reality of the viewer,
facilitating and calling for tdentification. Rather than alienats, the intention
seems to be one of integration. Secondly, there 1s nothing so far indicating
that telenovela's producers are intentionally ‘manipulating’ the course of the
stories so that they will teach’ something 1n the end Or that the ethics of
plot lines is totally thought out since the beginning, making sure it will not,
inspire any undesirable reactions. On the contrary, if there 15 a2 manipulation
it 1s done by the audience ttself, by showing approval or discontent about
the way stortes are being handled and thus influencing changes in the
narrative

The modernization of telenovela narratives also influenced the
structure and economics of telenovela production  Because of the genre's
tremendous success throughout the seventies, Globo ended up implementing
a remarkable industrial scheme for drama production  Former Globo's

Director of Production Daniel Filho has said that Globo represents for Brazil
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what Metro Goldwin Mayer represented for the world in the 1940s [Kehl,
1979 #67] Until 1979 the networl, broadcast four daily telenovelas, from 6
PM to 10 30, not to mention other weekly programs such as comedy shows,
current affair shows, news and music programs  Each telenovela mobilizes a
s1zeable cast and crew comprised of actors, extras, technictans, hair-
dressers, malke-up people, set-builders, ete, which work full time in what
seens to be a well-planned working routine. Globo produces nothing less
than §5% of what goes on air on Glebo's prime time (5 PM - 11 PM)
(Iarques de Melo, 1938)

The seventies were undoubtedly the decade for the affirmation of
telenovelas as Brazilian television's main output. Their percentage in total
programrmung jumped from 2% in 1963 to 22& in 1977 (Straubhaar, 1984).
Telenovelas were crucial elements in the process of 'nationalization’ of
programaming 1n times when American penetration was common among
other South &merican countries. Also, otven Globo's virtual monopoly over
the telewision market throughout the decade, the network dominated the
preduction of telenovelas to such an extent that to speak of Brazilian
telenovelas means to speak of Globe's telenovelas. In terms of creativity,
this pertod was particularly fertile. In 1973 Dias Gomes wrote & Ram
Amado ("The Well Loved”), the first telenovela shown in color and also a
true legend of Brazihan television. This telenovela tnaugurated Gomes'
unique style of bringtng elements of fantastic realism peculiar to Spanish-
speaking Lalin American hterature (eg. Gabriel Garcia Marques) into the
telenovela narrative The setting is the fictional city of Sucupira, whose
mavyor dreams of tnaugurating the city’s first cemetery in order to turn the
event into a polhtical victory.  Despite all his attempts, including

premeditated crime, nobody dies and the cemetery is finally opened when
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the mayor himself passes away. A web of bizarre, nonetheless familag,
characters are given life: the corrupt womanizer and powerful mayor of the
small town; three aged sisters, sexually repressed, whose main activity 13
gosziping; a fearless chief female police-offtcer, and an mgenuous and
charismatic professional killer who dreams of becoming a dentist The plots
evolve around the mayor's sordid machinations and the wavs outside forces
influence life in Sucupira. The town ts visited by UFOs and has tto owu
version of the Watercate scandal (Fernandes, 1987)  What 15 strddune stout
fhus text 15 that, through its eccentricities and Tantastic’ lterary dimeniun, tt
works as a powerful critical commentary on politics, culture and power

Faithful to his fantastic realism style and exploration of Bracilian cultute's
myths and folk tales, Dias Gomes created alsoe Saramamdats (1970) tor the
10PM slot, which 15 a masterptece of the cenre, and Aogue Santarre ("Roque,
the image maker”) in 19486, which will be discusced further on  Another
experience worth mentioning 1s the metanarrative of & £spelho Afzaro ("The
Magic Mirror®, 1977), by Lauro Cezar Muniz, which was a telenavela adour?
anothet telenovela. The characters 1n the story were involved in the maling
of a telenovela. Despite its low ratings, this teit brovght many surprises,
incinding a controversial last chapter in which the protagonist, one of Brazi's
finest male actors, delivered a real speech about the protessien of actor 1n
Brazil.

As stated previously, Globo dominated the production of telenovelas
throughout the seventies. They were classified into four different types -
"literary™ (6 PM), "comic™ (7 PM and 10 PM), "realistic” (8 PM and 10 PM),
and "modern feuilleton” (7 PM and § PM) Among the four categories, a
fotal number of 114 felenovelas were shown on Brazilian television hetwesn

1970 and 1980  Globo alone produced more than half of this total, 68
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telenovelas (Ortiz, Borelli et al, 1988). The others were produced by three
other networks.

In conclusion, it 1s possible to say that the ‘modernization’ of
telenovela narratives has cerved to distance the genre from pure
sentimental forms towards a growing concern with the social and political
dimensions of life. The affirmation of telenovelas as television's principal
progratns also ditninished the importance of imported shows in the assemble

of programfning.




Chapter Four

Revealing Telenovela Narratives: The Infiuential Discourse

For the last two decades, Globo's prime time telenovelas have been a
significant element in the Brazilian cultural scene It must be noted that
some textual and structural characteristics of the telenovela narrative render
it most suitable for commercial television. The serialized format, for
instance, provides for the minimizing of costs since shooting locations and
fixed cast will be the same for a period of six months or more. Also, the
melodramatic nature of the narrative suits the entertaining function and the
need for mass appeal. By presenting subjects of human interest, telenovelas
call upon emotions and feelings that virtually anyone in the audience can
relate to and identify with. However, what appears to be cructal to the long
lasting success of Brazilian telenovelas is their attachment to contemporary
national culture. Trends, habits, fashions and language mannerisms are
cither being launched or being expressed by telenovelas. On a broader level,
many critics have noticed that telenovelas tend to reflect "roods” of the
country - general optimism due to upcoming elections, despair due to
economic crisis and so on (Vink, 1988). The writers themselves reveal
intentions of making “comments” about what is going on in soctety through
the fictional situations and plots ¢. telenovelas A typical example s Kogue,
lhe Image Maker, a telenovela that was censored in 1975 after having
several episodes ready to air and was finally broadcast by Globo in 1986,
achieving the highest audience ratings in the history of telenovelas (76% in
average). Roque is based on a popular tale of Brazilian folklore in which a
small town artisan is killed by a terrible bandit and is then transformed to a
hero by the inhabitants of the town. The telenovela, however, is a story
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about the exploration of a religious myth for commercial profit. The fictional
town of Aca Branca functions as a microcosm of Brazil by talking about a
cornmunty worshiping a myth. “Ten years ago the telenovela questioned
the miracles attributed to a false caint, now it questions the miracle that
didn't happen. Anyway, it provokes a discussion about this Brazil which
needs to be released from its myths - like soccer, carnival, Formula One and
the lottery”, declared co-writer Aguinaldo Sitva (cited in Mattelart and
Mattelart, 1987).

In this context, it seems quite appropriate that a critical inquiry of
telenovelas should adopt a ‘theory of locality’, ié, must account for
subjectivities and imaginary formations inscribed in a national system of
thoughts and beliefs. The category of the nation is here understood, in john
Caughie’s terms, not as the 'nation-state’ with a legal and political authority
but as an "imagined community”. This sense of ‘locality’ is relevant here
because 1t forces us to accept difference and plurality in television making
rather than ratifying universal claims. Considering that Brazilian television's
commercial model was inspired in the American private system, and taking
the financial foundations of both systems to be based upon advertising
revenues, it 1s all too easy to take for granted that what is true in the
American case also holds true for all other commercial systems influenced
by 1t. This leads to misconceptions such as referring to telenovelas as being
the “scap operas™ of Brazilian television. Despite the organizational
similarities that do exist, national broadcasting systems are also shaped by
cultura’! standards sometimes comprised within the boundaries of

nationality.
This diversity and local specificity seems important, not as a
point of national pride, or nationalist pique, but as a chaiienge to
notions of the in-difference of an essentialized and universal
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television. { . . ) .. the desire to locate television within local
perspectives  complicates  assumptions and  theoretical
formulations about reception and representation and
interpellation and identification in quite significant ways
(Caughie, 1990 :48)

John Caughie rightly points out that while television critics are often
sensitive to categories of gender ang class, they do not take ‘nationality’ as
an active element informing the encoding and decoding of television
messages. This category seems quite useful, for instance, to frame the
contemporary Brazilian telenovela. The text in question is not only 1nscribed
in a national broadcasting system with its own particularities, but it also
articulates ideas and feelings which refer to moments and problematic
specific to a nation and addressed to a nationally-constructed audience. In
order to perform a thoroughly competent ‘reading’ of a telenovela, the
viewer must have at least a minimum awareness about recent or on-going
national issues. To have a television drama series in which central characters
are involved in illegal financial transactions with foreigr banks may sound
just like another plot for a North American audience. For a Brazilian
audience, however, this fictional plot acquires a different ethos as it gives
expression to a hidden skepticism regarding the intentions of the nation’s
economic elite. It is common knowledge that many Brazilian businessmen
deposit capital in foreign banks in order to escape income tax declaration
As popular television tackles issues like this in the form of telenovela plots,
it may be doing so just to "alleviate™ social tensions, and even precluding
them from coming out in the form of organized action. On the other hand, 1t
also may work to assure that such practices exist and that something must
be done. In addition, what Donald Lazere wrote about the programs "Roots”
and “The Day After~ is relevant here - "The artistic or ideological merits of
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the prograins may be debatable, but they are signiticant i that, for at least a
few days after their showing, alt around the country people could be heard
discussing race relations or nuclear war instead of pro foothall” (Lazere,
1987 -10).

In regard to content, ever since e Rockralfer brought contemporary
Brazilian locations and themes to telenovela narratives, virtually sz subject
can be woven into the story lines. Brazilian folklore and popular literature,
politics, the supernatural, sexuality, racism, the bourgeois lifestyle, the
small town locsle, and the world of corporate business have provided for
many hours of dramatic climaxes. Polemical issues such as adultery, incest,
oaratiing and struggles for pewer have provent specially successful because
they attract greater attention from the media in general. Despite 2 history
of strong media .ensorship, which was both political and moral, and the fact
that Brazil has the world's largest Roman Catholic population, Brazilian
televiston is much more liberal in regard fo language and sexual content
than, for example, North American television. There i3 not a sitnple
explanation for this, but a starting point would be to understand this as a
reflection ¢f the overall tolerance in regard to moral and sexual matters in
cultural manifestations. Liberal artistic movements and trends in literature,
theater and cinema also influence television to be less conservative on these
matters As anexample, the literary style of Brazil's best seller writer Jorge
Amado s fully permeated by eroticism and sexuality. Also, the most
consistent film production in Brazil is that of pornographic films. Although
explictt, sex is not shown on TV, eroticism is a strong feature in all Brazilian
TV drama, characters talk openly about their sexual desires and nudity has
increased greatly in telenovelas. ‘Sensuality” is the term often used to

describe the beauty of Afro-Brazilian ethnicities (the most stereotyped
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itages being the mruiaias of Rio's carnival), and the Brazilan type s often
taken 25 bheing the easy-going, musical, relaxed and always-tanned
individual who lives by the ocean and wears little clothes all year arcund
Even if the above view cannot be generalized, 1t 1s realistic at least for the
majority of telenovela characters, who seem to represent better the Rio de
Janeiro subculture than that of other regions In fact, telenovelas (with
exceptions) tend to reflect the way of life of a ‘modern’ urbanized muddle
clags, typical inhabitants of the southern parts ("zona sul™) of Rio, who adhere
to psycheanalysis and other fashions such as naturalism, body culture, yona,
etc. & study on sermuality in Brazil cited by Hice Vink shows a relatienship
"between the rise of a new middle class, the growth of a cultural industry
and a new more permissve ethos”  (Vink, 1988).  The ewclution 1n
permissiveness on sexual matters in telenovelas is clear If in 1960 the
cenisors suppressed sex scenes between couples not offically married
(Rector, 1490), by 1990 sezual intercoutse i5 acceptable independently of
marriage or emotional liaisons. The level of sezxual content on telenovelas
seems to be dictated more by audience tolerance than by censorstup  Male
homosexuality was first treated seriously by a Globo telenovela 1n 1952, but
in 1968 the network was forced to end a relationship between two women
because of censorship (in the last chapter, however, the lesbian relationship
was restored) The telenovela Afamdals (1987) faced opposition by both
censors and audience because of an incestuous affair The story was based
upon the classic Greek tragedy "Oedipus King” by Sophocles, but two thirds
of the audience disapproved of the 1dea of 3 love relationship hetween a
mother and her son. On that occasion, a University professor observed, quite
perplexed : "that which was tolerated by the Greeks a millenium ago in the

theater, we cannot handle on television today”.
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According to Muniz Sodré, since the late 1970s telenovelas started to
move ahead of what was socially acceptable as normal behavior - "television
became progressively pedagogical (moving ahead of the social elites in
setting up behavior norms) in relation to practices and customs. It starts to
launch fashions' in all different levels of human existence” (Sodré, 1484).
This reverberates with Maria Rita Kehl's assertions about the Globo
telenovela of the 1970s She argues that the § pm telenovela’s central
characters were constructed around two central ideas: upward social
mobility and modernization of behavior. RsmcinDays (1978) is considered
as Globo's most explicit text advancing the modernization theme. The female
protagonist starts in a Rio de Janeiro prison and ends up as the most exciting
personality of Rio's agitated night life. The motivation of Julia Mattos to
ascend socially and economically is her desire to be friends with her spoiled
daughter, who was raised by Julia's wealthy sister during the period she was
in jail. The character undergoes a frantic series ¢of changes in her trajectory:
che finds a job, makes friends, finds a boyfriend, learns to speak, look, act
and behave according to middle-upper class standards. After a trip to New
York, she returns totally transformed and is finally able to ‘belong’ in society.
Keh! points out similar trends in other characters: Caca is a diplomat who
becomes a film-maker, he turns to psychoanalysis to search the answers for
his existential conflicts. "His sessions introduce psychoanalysis as the new
element of the modernization ideology, one more ingredient of the 'discreet
charm of the bourgeoisie’ to mass consumption via video™ (Kehl, 1986).
Another modernizing trend is identified in the feminism of a female
character, who influences her mother, a widow who was always depressed
and was very dependent, to go out and work in order to rebuild’ her life in a

new fashion.
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The Universe of Telenovelas

The claim being made is that contemporary Globo telenovelas are the
single most influential cultural text advancing and mediating nationat culture
to a massive audience. In an attempt to demonstrate this, the following
analysis is concerned exclusively with the 8.30 pm felenovelas produced by
Globo Network during the 1980s 23, First, it wall be stressed how Globo
telenovelas are manufactured, who are the producers and how they see their
work, what are the constitutive elemetits of the telenovela text, (1mages, text
and music), who is the audience and what are the economics of telenovela
production. Secondly, it will be inquired how telenovelas are 2rounded 1n
reality, with examples of real events that inspire and inform what goes on 1n
the screen. Thirdly, the political dimension and the commitment of
telenovelas to genuine Brazilian subjects will be discussed.

From 1960 to 1990 Globo produced and atred a total of nineteen
telenovelas in the 8:30 pm slot 22, They lasted 1n average seven months and
wete written by nine different authors. In the early etghties one author was
responsible alone for the »witing of the enftire 180 episodes, which made the
writing of a telenovela il-tirne, titesome job. Due to this, authors never
wrote two consecutive wilenovelas, but they alternated so that each cne
signed one prime time telenovela over a pertod of two years or more There
was also a limited number of directors throughout the decade, each
telenovela was directed by two, often three directors The number of
characters varied from thirty-five to fifty in number, and were played by
more of less the same actors and actresses who were employees of Globo
(they are hired by the network for pertods of time, during which they may

be assigned to perform in any Globo program, not only telenovelas)
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However, each new telenovela presents an entire new cast different from the
previous one In the early eighties plots were largely melodramatic in form
and content, in tune with what writers deccribed as the 'feuvilleton’ style:
orphans and sibling rivalry (1980), twins ceparated since birth (1981), the
search for love (1982) and inter-class relationships (1983). From 1985
onward plots were widened. strugales for power and career opportunities for
women (1985), power, corruption , religiosity and myths (1986), white
collar critnes (1986), the power of destiny in a modernized version of the
Oedipys story (1987}, and the emerging power of a suburban middle-class
(1990}  Scme locales’ explored in these telenovelas included the lifestyles
of the tourgeoisie, a suburban site with its people, the subculture of
gambling ("Jogo do Bixo"), the small town locality, corporate business, real
estate, paranormality, eroticistn and sexuality as liberating forces against
conservative social mores.

The writers of prime time telenovelas are professionals of recoanized
talent and expertise in televisien writing For the § ¢'clock novela Globo only
hires writets who have been successful in other drama productions, and they
are granted gteater autonomy if compared to the writers of American soap
operas, for example. Unlike in the US. , telenovela writers in Brazil are
public personalities, the viewers often know their names and their styles.
When Janete Clair, whose telenovelas were huge popular hits, died of cancer
in 1943, thousands of people attended her funeral in Rio de Janeiro. Famous
for her romantic plots and strong female heroines, Clatr declared herself
more interested 1n the psychological side of her characters, giving priority to
themes strong in sentiments and emotions. Although Clair had the disdain of
intellectual ctitics, who prefer authors with a political and social agenda such

as Dras Gomes, she was unquestionably a talented writer capable of
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entangling plots and sitvations in ways hardly seen 1n other telenovelas

The task of writing a telenovela is seen by the writers as a major job
The writing advances as episodes are being aired, normally with only fifteen
episodes ahead of the one being written. They write one episcde per day
(30 pages} without interruption for six or seven months, normally working
eight to twelve hours a day. One writer defines the work as being a ‘literary
marathon’ This tight schedule allows for the incorporation of current events
and feedback from the audience. It means also that the narrative can be
modified as the author wishes. if he likes the performance of a particular
actor he might increase his character's role 1n the story When Kainbz Jda
Sucata (1990) was about to go on air, the federal government launched a
drastic economic plan changing many things in the national economy,
including people’s access to their bank savings. Writer Silvio de Abren
rewrote in the last minute the first third of the episodes of the telenovela so
that characters could make references to the new changes Furthermore,
when a telenovela is not doing well 1n ratings it is common to have a
complete turnover in the story.

Writers have their particular styles and concerns when writing a
telenovela. In the same way that Janete Clair was a master in romantic
plots, her husband Dias Gomes is rather unique 1n using ‘fantastic realism’ to
tell tales about power and oppression. Gilberto Braga, who created five
prime time telenovelas during the 1980s, brings the realm of upper class
circles and their obsession for status quo, prestige and wealth Many of his
texts play with the dichotomy between the artificiality of bourgeots values in
decay and the endurance of hard-working middle class mentality. Even with
the diversity of their concerns, it is clear that writers have very definite

opinions about telenovelas and their audience. Gilberto Braga, who is
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considered Janete Clair's successor given some similarities in their writing,
says s telenovelas are aimed at entertainment and that he uses luxurious
settings and sitvations because the andience likes it Asked abouf fhe
potential relationship between ‘the devil’ in his teleniovela (oo & corpo
("The Clinch®, 1985) with the myth of Faust in the literature, he replied: "I
never read Goethe very carefully . . . the theme is about good and evil. In
relation to the erudite, if I was concerned with them, I would not te writing
telenovelas | want to please the audience of telenovela and this audience
expacts a story that holds attention, easily understood, very entertaining. (.)
To think that the erudite world 1s more important than the world of the
popular, or whatever you want to call them, would be a great error” 27,

Other prumne time writers express a concern in telling something more
than just an amusing story Lauro Cesar Muniz says he tries "to give the
viewer as much tnformation as possible, because this is a country basically
lacking information, where no reading habit exists” (cited in Vink, 1985:144).
Even someone as Silvio de Abreu, who specializes in the comic telenovelas
shown at 7 pra, thinks it 1s tnportant to talk about the homeless or about
white collar crumes : "the melodramatic side - the hidden letfer or who is the
father of the child - does not interest me” (Ortiz, Borelli and Ramos, 1988).
Dias Gomes 15 by far the best ezample of a writer marking his creative work
with soc1al and political content. Gomes authored the “intelligent” telenovelas
of the 10 pm time slot before writing for the § pm audience. His career as a
playwright and his teftist ideology (he was for 30 years a member of the
illeral Brazihan Communist Party) provided for his ‘critical-realistic’
approach to telenovela writing. Gotnes' stories are located in imaginary
small towns with funny names (Sucupira, "White Wing" ) and main

serated, so Kitsch, so transparent, that they function
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characters are so ex3g
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more forcefully to get the message across, many times threugh the use of
humot. In s fictional town of Asa Branca (in "Roque, the Image Maker™),
the local elite 15 ridiculed as narrow-minded, corrupted and hypocritical
(Vink, 1988). When asked how his critical ttunking found a way into an
organization such 3s Globo, he zave the following ezplanation
" The critical view of my work stems from a conception of the
writer's role as witness of his time and mainly of the process of
creation ¢f a truly Brazilian theater A Brazihan dramatuigy can
only rises from the questioning of our svciety Is there a nzk of
these critiques being diluted n the programming of a gieat
tnotopoly such as Globo? If there 13 contradiction, 1t 1s of Roberto
Marinho; I work and notody interferes Glubo dees not intetfere
in any way, it never did The station broadcasts or not When it

goes on air, the 1deas are mine, and there 1S no contradiction tn
this” ( cited in Mattelart and Mattelart, 1987 120)

-

Globo's telenovelas are produced at industrial scale which some have
compared to the Hollywood studio scheme. The drama production division
employs alone one-thousand-five-hundred professionals  Considering
photography, scenic, acting, costumes, and editing, Globo priume tms
telenovelas are produced with cinematic quality Telenovelas' wvisual
seduction is mostly due to the fact that shooting ts done on locations for the
most part. For a telenovela like Rogue Santewro, for instance, 1 complete
scenic town was built for the shooting in an area owned by Globo outside Rio
de Janeiro. The fictional town of Asa Branca was put together in twenty
days by one-hundred and eighty construction workers Around the town's
central square were the church, the city hall, a barber shop, a souvenir store,
a bar, and a restaurant. Other locations were the fancy houses of the local
powerful and a hotel. All settings were carefully <rafted, even the mndoors

were provided doors and windows through which one could see the cutside
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There 15 one director and one crew for studio scenes (located at Globo's
butlding m Rio de Janetro) and a second director and crew for outside
shootings  Pre-production involves the work of researchers, costume
destzniers and clothing manufactures, and decorators.

Each episede of @ Globo telenovela costs nearly US§ 30.000, while the
Memcan networl: Televiss (another important producer of drama fiction 1n
Latin Arnertca) spends from USY 5,000 to 20,000 1n each episode 20, These
costs are extremely low if compared to the cost ¢of production in American
televiston, wheretn one eptsode of a daytims scap opera cost USY 70,000 in
the early 1960s Glebo recovers production costs in two ways: advertising
and merchindiang (the plugaing of consutner goods into the narrative). In
1988, thirty seconds on Globo's prime time telenovela was sold for US§
20000 and merchandising on the same telenovela could worth twice as
much (Ort1z, Borelli et al, 1988). The total investment made in a telenovela
1 estimated to be paid by the second month of broadcast, the other four
months on air constifuting profit for the network. In this context, it seems
that actor/director José Wilker knsw what he was talking about when he
declared that "the telenovela pays for all Brazilian television” (cited in Ortiz,
Borelly et al, 1988)

Since music is an important element in the telenovela narrative, Globo
found a way to capitalize commercially via the soundtracks. It created the
label "Som Tavre” to release telenovelas' soundtracks, which come in two
verstons national (with Brazlian songs) and international. Som Livre
Lecame the largest Brazilian record company controlling 242 of the record
market The 'mnattonal verston’ sells on average 200 000 albums while the
international LP sells from 600.000 to | million units 27 Music has a specific

signiticance in telenovelas, for 1t 15 not only a decorative ingredient making
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the program more attractive Songs provide information about the profile of
characters or about the felenovela’s cenfral theme Some key characters
have theme songs with lyrics indicating aspects of his/her personality
Telencvelas also have theme songs played at the opentng sequence, they are
usually created for thus purpose by popular Brazilian singers and composers
and almost always become radio hits The telenovela 7redz (§9/900) was
about a3 woman who lived ahead of her time, and had 1n erotictsm and daring
sexuality symbols of her desire to break with the conservative mores
imposed by the local community The telenovela opening song retets to the
charactet’s provocative sexual behavior:

" Tieta wasn't made [rom Adam's nb

She is woman-devil

She is temptation tself

Tieta is the serpent which tempted paradise
She was brought into the world to disturb our sense’ 28

Another example is the theme song of Vate Zuwdo (1988), a story
alluding to the general feeling of disbeltef due to the generalized corruption
and dishonesty in all social spheres. The opening sequence was a videochip
of everyday images of Brazil transformed and merged through computer

graphics:

"1 wasn't invited to this poor party

which ‘the men’ invented to convince me

to pay without seeing / all this mess

which has been in place since before I was born
They didn't offer me any cigarette

[ stayed at the door parking cars

They didn't elect me chief of anything

my credit card is 2 knife
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Brazil, show your face / | wanna see who pays
for us retnaining like this

Brazil, what 1s your business

the name of your partner / trust me 29

One foot in reality

There are so many correlations between national issues in Brazil and
telenovela plots that it ts hard to dismiss them with the old embarrassing
excuse of "it's drama fiction, dees not matter™  Fictional plots of telencvelas
are inspired by and based upon events and sentiments of the nation, thus
functioning not so much as a ‘reflection’ of what actually happens but as a
commentary ahout the social reality.  Telenovelas are thus channelling
subjects and 1ssues rising from the social debate. It has been demonstrated
that writers try to address tssues of social relevance, and a way to do this is
making direct references fo current events, as if there was an unconscious
need to remind everyone that the fiction has 'a foot in reality’.

The telenovela Rogue Santeiro (85/66), a Dias Gomes' classic, was a
perfect allegory for the socto-political situation of Brazil. Axgue can be seen
as a social chronicle, with the fictional town of Asa Branca funcuoning as a
microcosm of society, full of satire and humor. A variety of bizarre
characters engage in situations in which discourses about power, politics,
seduction and religiosity are dominant. The main plot 1s about the <reation
and maintenance of a myth. The population of Asa Branca venerates the
town's hero, Roque, who is believed to have died in trying to protect the local

church from a robbery. In reality, Reque, who was a local artisan, had not
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died, but had escaped. The story beains when the urbanized Roque returns
to his home town seventeen years later and realizes he had become a hero
and that the pecple worship a lte. His presence there threatens the local
elite, who invented the story in order to turn Asa Branca into a reliatous site
and a tourist attraction. The local elite -the rich farter and his misttess, the
mayor, the priest, and the businessman- had benefited from the economic
progress that came along. The destruction ¢f the myth would mean the death
of the town. In disagresment with the whele sitvation, Rogue allies with a
progressive priest in order to destroy the myth and, consequently, the few
powerful who maintain it. Parallel to this main plot, there are a vartety of
other subplots tackling themes related to naticnal sssues There 15 a filin
crew in town making a film about Roque (the hero) whose tnembers are
constantly discussing the crisis in Brazillan cmnema production  The
characters of the two priests represent the present situation of the Church,
an institution divided betwesn traditional apelitical Catholicistn and the
progressive current that urges for a commitment to the oppressed
(represenited in Latin America by the 'Liberation Theolozy') Oppression i
gender relationships is talked about through the character of Lulu, whose
husband deprives her of sexual pleasure  Asa Branca represents a
microcosm of Brazil in several ways The image of the powerful leader of the
small town, who manipulates everyone and whose suthority stems from s
economic situation, is a faithful picture of politics in municipal levels More
broadly, the figure of ‘Sinhostnho Malta’ may allude to the prowincialism
permeating national politics, with the strong prevalence of personal will and
financial power determining political action, overpowering public institutiens
and even the law. Also, the common 1nterest of the mayor, the farmer, the

businessman and the priest in maintaining the myth of "Roque Satiteiro™ 1s
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onided by thewr intention to continue the commercial exploraticn of the
hero's naze In other words, in Asa Branca, Brazil, the State, the ruling
class and the Church come tovether when what is at stale is the capifalist
order iteell.

In the end, Roque gives up his attempts and leaves Asa Branca 39,
where everything comes back to what it was before, the myth is reinvented
and more desperate people arrtve looliing for miraculous cures and solutions.
In the meantime , however, the forces behind the myth were exposed one by
one, <howing that miracles are false solutions and that blind faith in the
mterference of supernatural forces is aimless. Indeed, there seemed to b2
something for everyone ih thic telenovela, even for intellectuals in the so-
called Third World.  Professor Astromar, the self-proclaimed erudite
intellectual who was feft out of all decision-making, does not see the cructal
actien taking place in front of him (which allowed for the recreation of the
myth) becanse he 1s too concentrated on waiting to see an important moment
for science the Harley comet’s appearance 1n the sky.

Another telenovels raising questions “concerning the entire conntry”
was Gilberto Braga's Vafe Mo (1988) The question that inspired this
program was- "1s 1t worth it to be honest in Brazil of the present time?" 31
From this emerged the story of an unscrupulous daughter who steals from
her own mother and never gives up dirty tricks in her search for wealth and
power  Other situations esxposed the corruption of power, illegal
transactions in corporate bustness and the impunity of the powerful. In the
last episode, the hard-working and honest female protagonist does not
accept the 1dea that her lover 15 going to jail for a minor crime of corruption.

Then the following dialogue takes place:
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Raquel - They arrested a half dozen of poor people, the rich were
not punished. Am I going to believe tlus country has a way?
Why do you have to be the only one, for a minor error, when so
many people out there . the politicians themselves

(...)

Ivan - I prefer to think that instead of being the only one, I will
be the first one. I don't think one crime 1s different from any
other, I think all this must come to an end . . Here 1n this
country it is old-fashioned to be upright, it's old-fachtoned to be
honest, it's old-fashioned not to transgress any law, not to try to
take advantage in everything

Lauro Cesar Muniz presented his telenovela Roda de Fogo ("Wheel of
Fire") aired from August 1986 to March 1987 as being a discussion about
power. " It is time to debate this subject, at this mement when the country
is emerging from a dictatorship to a democratic regime. We are writing a
telenovela about the Brazilian reality, the here and now And we hope 1t wll
provcke discussion about this: the centralizing power, open corruption, white
collar crimes, and raise all this dirt " 32 The main character 1s a powerful
man, ¢corrupt and insensitive, who undergoes radical changes as he discovers
he has a brain tumor and may die at an.y moment. "From *the reflection thic
man makes of his life, we want to malie a reflection about the country 1tself”
declared the author. The links befween the fictional plot of Aods e Aogo
and the mommentum of Brazil in 1987 were suggested by the resesrch
material made available to the writers, which showed the interest of
Brazilians in talking about the 'new times’ of democratic ¢civilian rule One
scene in Aody e Fogo that was clearly touching upon a question alive tn
people’s memory was the meeting between a former leftist activist and her
torturer in prison. Hot long 1g0 before the airing of this telenovels,
something very similar had happened in real life’ When federal deputy

Beth Mendes of the Workers Party joined president José Sarney in an official
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visit to Uruguay, she recognized one man in the staff of the Brazilian
cotisulate tin Montevideo as being the man who tortured her in prison during
the military dictatorship (when artists and intellectuals were arrested for
betng ‘cotnrnunisis’) . The mncident was turned into a ‘media issue’ with sound
profests against the dea of the Mew Republic’ government (first civilian
democracy atter the military regime) having people linked to the repression
period among 1ts personnel. This event was echoed in the telenovela Ao
da Fogo The character of hMaura Garcez was a former leftist activist and she
has a son with the all-powerful Renato Villar, who helped her to et oul of
the country when persecuted by the military political repressive apparatus.
She was sent % a clinic in Rome fotr rehabilifation from psychological
tranmas due to painful periods in jail. Back in Rio she has an apparently
normal life, working for a non-profit organization. One day, the morbid
chamberlain of Renato Villar's corrupt lawyer appears in her workplace
making allusions to their previous acquaintance, and Maura Garcez has a
nervous breakdown suggesting that she recognized him as her torturer. This
indicates, on one hand, the relationship between telenovela plots and
subplots with what goes on in the Brazilian contemporary reality, and on the
other hand, that telenovela characters have a recognizable memory and
history that reproduces, ultimately, the history of Brazil's people and
instatutions.

In 1989 a general feeling of optimism and excitement could be felt in
all spheres of public life which, according to political analysts, was due to the
direct presidential elections scheduled for November 198Q. The 8 pm Globo
telenovela, once again, was set to reflect the "mood”™ of the nation. &
Satvador ds Fiing ("The Saviour of the Nation”, 1989) was described by its

author Lauro Cesar Muniz as "a parable of leadership”™ : "l wanted fo talk
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about a strong Brazil, not one that 13 sad, decadent, where ‘all is possible’
(referring to the title of a previous teienovela about corruption and
dishonesty). We are beginning a decisive y2ar 1 our tustory, when we will
have a president elected by the people So, this 13 a vear of hope, of
euphoria, of breathing fresh air. I want to talk about a Brazil which believes
there is light 1n the end of the tunnel” 33 In order to do this, Muniz placed
the story in the wealthy industrial milieu of S3o Paulo's countryside. Brazil
1s the world's largest exporter of concentrated oranze juce, most of which 15
produced in that region According to Muniz, many cities in the state of S3o
Panlo are prosperous and live a First World' reality  In these places, pecple
believe there is a way out of economitc underdeveloprnent In "The Saviour
of the Mation”, S3ssd Mutema is a member of the working-class population
employed by o latge factory of orange juice who becomes a leader in the
region. The theme of ‘leadership’, not to mention the name of Muniz's
elenovela, are totally congruent with people's expectations resarding the
election of a new president. Some conspiratorial minds went as far as to
think there was a relationship between this telenovela and Globo's support
for Collor de Melo, whose youthful image and liheral political discourse was
significantly different from that of traditional politictans However, a more

coherent explanation is given by Lins da Silva

Collor had an enormous political sensibility to perceive what
were the most simple aspirations of the majority of people (fight
corruption, for example) and these aspirations had also been
perceived by telenovela writers, and that 1s why the content of
Collor’s discourse and that of the telenovela had many common
points (Lins da Silva, 1990:126)
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The subject of the telenovela Famba da Swats ("Queen of Scrap’,
1G90) was based upon research done in S50 Paulo indicating that financial
power 15 changing hands in the metropolis. According fo data gathered by a
private research company, the traditional farlies who once were the
powerful it S30 Paulo with prestigions family names and huge fortunes still
hold the prestize but the money now belongs to an emerging self-made
rmiddle class. The research indicated that the new rich in S&o Paulo live in
the northern suburbs of the city, and form a new social class: they have the
comforts that toney can buy but do not follow the lifestyle of the traditional
Brazilian upper class. They enjoy, for instance, Sunday’s family barbecues
around swirnming pools but do riot go to Eurepe for vacations or frequent art
galleries. This new reality inspired writer Silvio de Abreu to create his
"Queen of Scrap”. in which the upper class is totally broke but maintain the
status quo, and the real rich 15 a suburban woman, whose father was a
Partnouese immigrant who built an economic empire out of a scrap iron
businecs

The first third of the chapters of this telenovela were being produced
when the newly arrived president Collor de Melo launched a harsh economic
plan to control inflation. The plan had enormous consequences in people’s
lives because it limited the amount of money one could withdrawn from
bank savings accounts (taking as reference today's exchange rate from
cruzados to US dollars, the amount that could be withdrawn was US§ 128.00,
the rest being confiscated by the government for a period of two years).
Money tnvested 1n overnight operations in the financial market , a common
operation in inflationary economies, was also confiscated leaving many
businesses without cash  This happened before the release of "Queen of

Scrap”, which had the first chapters rewritten in the last minute so that



dialogues would agree with the country's new economic reality. The
character of Lavra, a wotnan whose rich famly was penntless but she wonld
not admit 1t, has a line in which she explains their bankruptey.

‘- the financial carnival which was always on our stde has ended!”

Laura also refers to the government plan as "this devilish plan which
has left us penniless”, referring to the fact that no ons knew about the
measures. One intention of the gowvernments plan was to punieh
businessmen who vsed to speculate in the finanaal market tnstead o
investing in production. In the telenovela, the character of Dona Arments,
who owns a parachute school run by her three sons, says she cannot pay tor
het scn's wedding party because alf her money has been setzed, and suggests
to the scrap iron's owner widew that her family knew about the plan and
took all their money out of the bank. The widow promptly replies

" - They knew nothing about the plan. Anyway, they did not
speculate, all the company’s money was being invested in the opening of 2
new business.”

Another similarity of this telenovela with real life ¢an be found in
Dona Armenia’ strong accent making her spoken Portuguese sound funny
and incorrect. She has Turkish origins and has all the characteristics
associated with the Turk immigrants in Brazil she knows how to negotiate
well and does not ‘throw money away’. It is too coincidental not to be
intentional, but they made Dona Armenia’s accent sound identical to the
accent of Brazil's Central Bank president of the time, a Brazilian economist

with Turkish crigins.
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The Political Dirnension of Telenovelas

Even if central narratives of prime titne telenovelas are almost always
devoted to romantic refationships, the more contemporary stories often have
a ‘political dimenston’, which is precisely what renders them innovative and
interesting to follow  When the text is falking primarily about love or
perscnal relationshups, it 1 often contextualized in sttuations involving
sommething bigger than just “love”. Gender relations can embrace questions
such as the status of wommen in society. Discourse on womett's issues, it
would be fair to acknowledze, have none of the didactic and paternalistic
forie often present 1n mass culture texts addressing such topics. Leading
female characters are seldom dwelling in the dichotomy between
motherhood and a career, they are normally presented as working
individuals who regard professional life as being something natural in the
lives of people, not as 3 ‘choice’ (as opposed to motherhood) or as a hobby.
In this rezard, the ones who stay most often at home are wormen of the
uppet class, whose econottc situation allows for a life excluding wortk.

The tendency to [ramne rornantic love as not exclusively a matter of
sentiment and passion can be traced back to 1960, with .dgua Prea ("Living
Water”) The female protagomst Ligia invests highly in self-education in
order to seduce a rich plastic surgeon. When the man finally declares his
love, Ligra (now after his brother) confess she had been pretending to be

educated, that it was all external appearance. His reply:

" - Maybe you have tried to do so, but for me you liave always
been transparent. {..) How naive to think you could fool me. That
kisses given by you were only part of a campaign. You like me,
Ligia. Thoge books and notes are a proof of it. You have struggled
to get me with the few weapons you have at your disposal. And |
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have fallen madly in love not with a woman talking about
Traffaut, but with a woman struggling to win my love * 34

Sof e Verdo ("Sumtner Sun®, 1983) 1s a text about relationships at
various levels. bBased ofi the writer’s premise that "nobody 1s the same after
a long and intense summer”, the action takes place 11 the surroundings of an
old building inn a Rio de Janeiro suburb, where everyone seem to be in
scarch of the same things: to =<cape the hizat and o find love  And yet, this
apparently apolitical and unpretentious thetne acquires a feminist dimension
if we take into account the protagonist Raquel [tis the story of a muddle-
aged womat who releases hercell from a secure straghtiorward martais o
live vp to her feelings (Fernandes, 1987)  She rejects an ‘ideal’ marned
situation in order to experience passion. IU 15 interesting to note how
different viewers from differeit social classes tn Brazil percetved this
character. In fact, some ethnographic studies of television audiences show
that the working-class tends to have a more (onservative interpretation of
programs (Leal and Oliven, 1983; Sarques, 1982, Press, 1989) According o
Leal and Oliven (1988), viewers of the upper class saw "Sumrmer Sun” as
being "positively innovative”, while the protagonist’'s actions nearly shocked

one female working-class viewer:

I understand the reasons why Raquel separated and 1s {lirting
like that. She has her own reasons that are right for her, and she
speaks, and her speech explains everything very well Everything
is right, but for her. It is that I think 15 very dangerous, because
the girls from here [working class neighborhood] watch it and
want to do the same, because, when you can [do 1t] on the 8 pm
soap opera, 1t's becavse you can do it But it's not the same thing,
if we did like that here, we would be whores, becausze 1t would
not be for Raquel's reasons Raquel 15 very different from us,
those things that Faquel thinks, the girls from here don't thunk,
but they want to do the same.




This example illustrates that a test primarily concerned with personal
relationships was furned into a feminist tale about a weman who has the
courage to deviate from the norms in the name of what she thinks is best for
her. The issue of emancipation for women is dealt through sexuality; the
fact that Raquel is liberated’ makes her independent. This is, however, one
possible ‘reading’.  For the working-class viewer, watching from the
perspective of her social class, emancipation is not perceived as ‘sexual
literation’, since what the wornen in her position seek is emancipation from
poverty (which a secure and straightforward marriage can sometimes
provide} The above quote clearly demonstrates the importance of class as a
force determining the interpretation of television texts, something well
documented and argued in many studies about television audiences. The
working-class viewer's rejection of Raquel’s attitude as not being right for
her and the women in her neighborhood shows her perception of class
difference and how this class perception dominate her view of the world.
Her account may nol represent that of the entire working-class female
population, but it indicates nonetheless the possibility for resistance: in
refusing to accept the message of emancipation as a matter of sexual
liberation, the working-class viewer rejecls the ‘preferred meaning’ of the
text This seems to validate, in a way, Nico Vink's claim that telenovelas
present its viewets notions of a class society which is neither natural or
unchangeable (Vink, 1988).

An authentic marriage between a love affair and a commitment to
political discourse is articulated through the character of Albano, the
progressive priest in Rogue Ssnleiro . The description by actor Claudio
Cavalcanti yields the trajectory of his character and, perhaps, the ‘secret’

behind his growing popularity:
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" Father Albano went through episode after episode without
doing anything He talked about land reform, but very
superficially After long speeches, he opened a kindersarten i
episode 40 and I thought now he 1s finished. But no, he started to
speak about political themes like constituent assenbly, and really
organized the people for commmunity wotrk Then the authors
decided he would start a leve affarr with Tanta 1 caid to myself,
my God, there has to be strong pressure and they have heen
forced to abandon his social side But after some time, I percerved
that the ntention of the authors was a different one The
question of celibacy 1s not enly a pelemic topic making Albano's
role in the story more important. The consequence has been that
everything Albano said was noticed and evaluated more by the
andience” (cited in Vinl, 1688 - 104)

Some telenovelas approach the political dimension more directly, as

seetns W be the case with Mandali (87/88)  The story is freely based on

the myth of O=dipus, a classical Gre<k tragedy about a son who kills hts
father and marries his mother without knowing it.  Dias Gomes' version 1s

only partly faithful to the original, for in the telenovela Oedipus does not
marry his mother Jocasta {but they fall in love) because of protesting echoes

from both censors and public opinion (people interviewed on the streets

(¥h)

considered a relationship between mother and son to be "too much”™ fof
moral standards). The telenovela was presented as being about "the
inexorability of destiny” 5.  The Jocasta of Brazilian television was a
beautiful and rich blonde, who participated actively in student movements
during the 1960s when she studied soctology, an experience which gave her
socialist ideas. Her father was a communist and her grandfather an
anarchist The beginning of the telenovela is 3 flashback of thetr 1tves in the
sixties, with the unstable political climate which was followed by the

military coup of 1964. Jocasta's father goes to ja1l for political reasons Lato,
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the f{ather of O=dipus, was a playboy who Kept dandng rocknroll as the
sovernment fell. Tius flashback gives a histery and a profile to the
characters, helpinz to contextualize them in the narrafive’s precent fime
Furthermore, these brief moments of historical revival justify the characters’
future actions and ezetnplify the political dimension attached to the story
What 15 being formwvlated here is the unmistakable potential of
telenovela narratives to deliver, quite effectively, discourses atout politics
and power. The melodrama genre's prime focus has been traditionally on
stronz emotions and the realm of personal lives. This still continues alive and
well 1n many televisual and cnematic manifestations worldwide. What one
cannot dismiss, however, 15 fhe genre's infinite possibilittes for other
discourses, most importantly those regarding class, gender and race. The
followinz and last example is perhaps excessively inelodramatic, but it
certainly pushes at 1ssue, and an impottant one i cultural politics. The plot:
an influent1al father strongly opposes the marriage of one of his sons to a
cettain woman to the point of insulting her with cruelty. Later on this man
has an accident and needs an nstant bloed transfusion. The woran he hates
and wants badly out of his family's life happens to be the only one with his
blood type and, upon request, 15 willing to provide the blood that will save
fhie life of her oppressor. When he finds out about this, he faces this woman
in the eyes and, before the whole family in tears, he says the following in a

highly etnottonal scene:

" - No, Sonia, I won't ask you to forgive me . . . I will ask you to
marry my son and give my family the honor of being one of us . .
I want to look at my grandchildren one day and tell them how
proud I am because they are born from the belly of a black
woman ...~ 36
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This single line, addressed to an audience of €0 muition or more, 15 a
forceful statement against racism very likely to persuade The offenses the
white male directs at this black woman are cpenly and soundly on the basis
of her color, using the most dramatic performances to confront the soctal and
political problematic of ractsm. What seems undemable 1s the rhetorical
power of popular texts in expressing and channeling concerns emeraing

from society.

The polifical potential of humeor

The ‘political dimension’ of telenovela narratives finds a tertile form of
expression through iroay, satire and humor In the specific case of Globo's &
pm felenovelas, for instance, devices such as innuendo and humor were also
used by writers as a way of coping with government censorship on political
issues. There seemed to be a general belief that humor was more tolerated
than realistic approaches. Quite different from the soap opera, telenovelas
always bring at least one comic subplot (often more than one)  The political
futiction of humor at work 1n a telenovela has a good evample in the
relationship hetween the widow Porcina and her housemaid Mina in Kogue
Santeiro . The female protagonist Porcing 15 extremely cruel and rude 1n
dealing with her servants, but these scenes are comedy-like and are
considered funny. Porcina is the mistress of the powerful Sinhosinho Malta,
who nvented the story about Porcina being the widow of the town's hero
Roque, this way she is respected and loved by the local community Porcna
is a middle-aged woman who came frorn a poor environment and was

suddenly given power and money. She wears extravagant clothes, 15 always




covered Ly erpensive jewelry and uses excessive make-up. She speaks
loudly and do not use the offical middle-class Portuzuese, which also
indicatss her peor hackeround Porcing 15 an attractive character precisely
because of her vulearity, she ts an impeccable incarnation of kitsch, and is
the only one capable of dominating the scoundrel Malta. Porcina has two
servants who constantly surround her. a black male who i the driver and
personal guard, and a white female who does the housework. They are both
extremely loval to her, the way the black male looks at Porcina suggests he

1ty the
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15 als0 sezmally attracted to her. The way Porcing freats fhem, speci
maid Mina, gets closer to the extremes of slavery. She yells aggressively at
her, calls her stupid, dumb and ‘animal, and the maid stays pathetically
passive. She never complains and the more Porcina bosses around her the
more she 15 willing to serve. When Porcina wants the maid, she screams
loudly and when Mina appears she keeps screaming hysterically because
she was not fast enough, and throws away a. series of 1nsults so ¢rude that no
ofi¢ i her normal senses would pessibly take them.

Housetnaids are very common in Brazil, even the middle class can
afford to have them. They are paid the minimum wage plus social benefits
and the relationship between maids-employers is generally friendly since it
takes place in the intumate realm of people's homes. The relationship
between Porcina and her maid Mina is caricatured and exaggerated, and that
t1s precisely why people can laugh at it. Nonetheless, the situation
represented in these scenes touches upon an embarrassingly delicate matter
which 17 the task to serve and the privilege to be served, something directly
determined by the economic situation of individuals in capitalist societies.
What 1s ultimately being dealt with through this caricatured narrative is the

power relation trinsic to ‘master/slave’ sitvations.
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The theoretical articulaticn of the ‘grotesque’, as Muniz Sodré sees it,
may elucidate hew humor functions politically in the Porcina/Mina scenes.
Sodré described the grotesque as an aesthetic category that could define the
ethos of live programs in Brazilian felevision. “This category”, he wrote, " 1s
near the comic, the caricaturing and even the monstrous. ( ) 1tis a ‘second’
state of consciousness, essentially critical. It would be a reflection about tife,
born out from a comparison between things as they are 1n profundity and as
they appear on the surface” (Sodré, 1972). The character of Porcina also
suits Sodré's definition of the clown's role. He sees the clown as the
professional madman, and as such, he is able to londly laugh at life and this
way he leads us toward a recognition of our tragicomic condition. The mitnic
of the clown, like the exaggerated composition of Porcina, represents our
ridiculous quotidian - “our repetitive habits, our stereotypes™ To make us
laugh at reality, he unconsciously gets away from it, revealing it in the same
way that the grotesque reveals it (Sodré, 1972).

What makes the scenes of Porcina’s treatment of her maid possible 15
the fact that they are intended to be humorous (they are written as such ,
and acted as such). If the dialogues were not to be exaggerated, or if Porcina
was not the incarnation of kitsch, then there would be nothing funny in this
subplot. Critics would most likely ‘crucify’ the telenovela for showing
disrespect and cruelty toward housemaids. In short, if not through humor,
this representation of a typical master /slave narrative would not be possible
on prime time television. The whele thing, extravagant and hyperbolical,
becomes a great joke. Indeed , Freud's book on jokes (1960) "suggested that
jokes allow us to express thoughts and feelings that would otherwise be
censored. In a joke, such taboo thoughts could slip through into

consciousness” 37,
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Telenovelas and Brazilian Subjects

" - Our people is intrinsically mystic, believes in everything and
at the same time does not helieve in anything. 1 think this is one
characteristic of oppressed people, hopeless, sufferers, who have
had so many deceptions, who need to believe in something” 38

With these words writer Dias Gomes explains his interest in the topic
of mysticism. Gomes himself 1s a declared agnostic, but mystical characters
and suhject matters abound in his telenovelas And, given the politicized
view the anthor has about rehgiosity, 1t is usvally the poor who are
portrayed as believers of supernatural phenomena and superstition. In
Roque Sapteiro, for instance, people’s adherence to religicus cults appears
in diverse ways. Housewives follow orthodox Catholicism, althovgh their
involvement in the church has to do more with social gatherings (gossiping
i front of the Church) than with Christian faith. The poor peasants living in
the "Misery District” of Asa Branca follow the Liberation Theology of priest
Albano And another group of poor people follows the sect of Eeato Salu, the
msane father of Roque whe affirms he 13 a messenger of his son in Asa
Branca These stories have an undisguised critical purpose, since none of the
religious groups seem to get anywhere with their attachment to churches
and sects As important as this, though, is that such stories also echo the
rehigrosity of Brazilian society in its multiple forms. Despite the fact that
Catholicistn 1s Brazil's official religion, the clerical Catholic Church subsists
together with a great variety of religicus subcultures. Afro-Brazilian
refigions such as Candomblé and Umbanda have thousands of adepts nation
wide, and evangelical churches are being joined by a mammoth population of

working- class people  These religions form all together an important part



of the Brazilian cultural imaginary, and their influence and presence 15 so
evidently rooted among the popular classes that thetr articulation by
telenovela narratives is naturally justifiable.

In Afandsfs , also written by Dias Gomes, the first episede shows
itnages of a sect’s site 1n the central region of Bractl, where a certain "Miss
Heiva™ (she is now dead) built a huge outdoor temple for the believers i the
effects of supernatural ferces. In the same telenovela, Luwo tinds out that
‘death’ will be invelved in the course of his life with son C=dipus because a
“Pai de Santo” foresses it ("Pai de Santo” 1s the highest entity m the Afrn-
Bracilian religion Candomblé), which talies for a curious tlending of Greek
mythology with Brazilian popular religiosity  Selumo Sendndo { "Seventh
Sense”, 1962) addresses the supernatural in the central story of Luana
Camard, a woman whose overdeveloped sensitiveness renders her
susceptible to spiritual incarnations. She ‘receives’ the spirit of an Italian
actress who simply take over her physical being for periods of time

There is no doubt that popular practices provide a rich source tnaterial
for telenovelas, the foremost example may te “Jego do Bio”, an illeral
lottery gatne very popular in the streets of Brazil ZFamdeirs S(1971), 2 Dnas
Gomes’ smash of the 10 pm time slot, introduced gambling in the
telenovelas The character of Tuc3o, whose full name was “Arthur of the
Divine Love”, a big boss of Jogo do Bixo in Rio, is said to have pleased so
much the real "Bicheiros” bankers that one of them accepted to carry the
coffin of Tucdo in his funeral (Vink, 1988). At the § pm telenovela, Jogo do
Bixo and c¢arnival, two true Brazilian popular ‘nstitutions’, made the central
story of FLardddo Ao (1984). In 1987 Dias Gomes created another
merorable gambler in Msndals. Tony Carrado controls the ‘game terntory

in several neighbortioods of Rio. His funny language, intentionally incorrect
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but very authentic, made the character extremely popular. Expressions used
by his character became the slatgs ¢of the morent: "My Goddess™ in referring

g

b the beavtiful Jocasta, "My Darlings” in approaching his staff of gamblers,
and 15 no little honey on dummy” referring to difficult tasks. In the
follownng excerpt Tony explains to Jocasta about the fights in the werld of
2arabling, inplying that his rivals want to vse the game’ peints to sell drugs,
atid ends up making a speech about the place of "Jogo do Bixo” in Braczilian

culture

" - Gambling is crime, but is not harmful to the health of anyone,
it deesn't kill anyone too, that is why repression is made in 2
different form .. This business of drugs makes good money, but
it will pass .. gambling no, ‘Jogo do Bixo' continves, it comes
from father to son, it is eternal. 'Bixo' is a patt of the popular
culture, drugs not. Drugs come from abroad, and the money is
sent abroad as well. With gambling , the money stays here, it
helps the carnival, soccer teams, things of social interest, you
understand ?!°

Globo § pm telenovelas offer a creative space through which elements
informing the Brazilian cultural imaginery are advanced and discussed. It is
not a simply matter of 'reflecting’ or ‘mirroring’ society and its
manifestations. Given the social and political awareness of telenovela writers,
in particular, of the social reality of t.e country and their commitment to
this reality, 1ssues are articulated in a critical fashion, like, for example, the
need to believe in mystic forces. Finally, television's appropriation of
genumne Brazilian practices such as “Jogo do Bixo™ and carnival and of
contemporary national issues situate the programs within a specific cultural
terrain, common to preducers and receivers alike, making them part of a

defined system of cultural production. This justifies the usefulness of the
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category of ‘locality’ in analyses of such programs, and also invites

investigation about their popularity among international audiences.




Chapter Five

The Export of Brazilian Drama: ‘blind spot’ in cultural imperiatism

Globo Network entered the eighties with an absolute monopoly of the
Brazilian television market and with a growing list of exports comprised of
telenovelas and drama serials. Initially targeted at other Latin American
countries, where the telenovela gentre already dominated television
programming, they becatne soon a potential export product to other parts of
the world. Partly due to the trend of privatization of television stations in
Europe, causing an enormous increase in demand for programs, Globo
telenovelas suited the needs of the new European television panorama. Their
serialized format, long duration, attractive visuals and relatively low cost
made them a programming alternative for foreign broadcasters. A clear
evidence of this is that by 1983 the only European countries that had not
purchased Brazilian drama were the Soviet Union and Albania (Mattelart and
Mattelart, 1987). In countries such as Portugal (the most obvious market
because of the common language), but also in Pofand and Cuba, the Brazilian
telenovelas have been an audience smash.

This situation brings into light some interesting aspecis of the
contemporary international cultural scene. The situation created by the
large penetration of Brazilian drama into European screens makes it possible
to draw a compelling picture: a peripheral country, once controlied
econornically and culturally by its European colonizer, totally inverts the
relation center/margin by becoming an important producer/exporter of
culture. Given the definite and unquestionable dominance of U.S. culturat

industries over the international television market, it is quite unusual for a




developing country such as Brazil to become independent, self-reliant and
then a worldwide exporter of television programs. The state of dependence
on foreign sources to fill up air time, a reality for most of the developing
world, has been completely overcome. The specific circunstances under
which television developed in Brazil led to a situation in which the major
private networks rely heavily on national programs  Globo Networl's
mastering of telenovela production has been crucial to the hecernonic
position conquered by Roberto Marinho's media conglomerate. In an

international context, the telenovela offers the example of

.. an internationally popular TV genre made under excessively
industrialized conditions which is neither American or Anglo-
Saxon. Because it is produced to the most sophisticated technical
standards by the TV industry of a Third World country, 1t offers
an antidote to the pessimism of the media imperialism thesis
(Garnham, 1988 :527)

The interest in investigating the international career of Brazilian
telenovelas is largely related here to its implications in the study of
transnational media and international communication The cultural
imperialism thesis, as well as the ‘dependency theory" 39, are paramount
paradigms in mass communication research in an international level
Beginning with the UNESCO empirical studies on the international flow of
television programst0, which diagnosed a one-way {low from a few exporters
(mainly the U.S and the UK) to the rest of the world, a considerable number
of works came out exposing the state of cultural dependency of Latin
American media on US. capital and cultural products The conclusions of
Beltran and Fox de Cardona are a typical example. They point out the large

influence of US capital, multinationals, advertising agencies and cultural




products on the private media of Latin America and treat it almost as a case
of 'foreign dotnination’ (Beltran and Cardona, 1979). The foremost account
of cultural imperialism, though, is that advanced by Herbert Schiller, who
sees the international expansion of American television “as part ¢of a general
effort of the American military industrial complex to subject the world to
military control, electronic surveillance, and homogenized American
commercial culture” (Tunstall, 1987: 540). HNational and native cultures
rermain powerless, losing ground and colot in the face the "American attack’
in form of TV programs, which is believed se sharply powerful that only few
industrialized nations conld withstand it. Latin American private felevision
stations seermed to be the greatest victimns, given their openness to American
investments and the overall pelitical dominance of the US over the entire

continent.

This near-monopoly of North American television programming
within South America distorts entire economies away from
"producerism” and toward “consumerism.” Madison Avenue
picture tube imperialism has triumphed in every Latin American
country except Cuba. (Tunstall, 1987 :541)

It should be acknowledged nonetheless that underlying the cultural
impertalism thesis is the fair assumption that cultural products, not onty but
specially in the form of television and film, have come to constitute a
pervasive force determining the output of political and economic
relationships among and within nation states. The main problem of such
approach, however, lies in its conspiratorial tone. It is assumed that the
ctreulation of cultural products internationally is intentionally manipulative.
Cultural imperialism’ authors do not anly seem to believe that the export of

programs is /nfanda? to create and reshape world views according to the
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interests of the US, but they also seem to assume that this process is
actually accomplished. In this way, cultural imposttion and consequential
political dominance appears to find no obstacles whatsoever, as if it operates
above all forces at work in cultural industries around the world (local
market structures, prevalence of national culture, audience preference, etc)
Complicating still more the acceptance of the cultural imperialism thesis 1s
that it seems to be an easy road leading to what Michael Tracey has called
"the seeds of paranoia” in media analysis. Another attack on the reductionist
tendency in theories of cultural dependency is offered by Sarti 41 "Because
it uses a mechanistic approach, which creates the mirage of a dichotomy 1n
the social reality, ‘cultural dependency’ is unable to untangle the knot of
colors and emotions we call ‘Latin American culture” (cited in Lins da Silva,
1986:94). One last awkward assumption deserving attention is that the
cultural imperialism thesis implies and somehow ratifies the omnipresence
and popularity of American television throughout the world, something 1n
desperate need for updated evidence (the effect of U.S. programming abroad
depend largely on the time and frequency of broadcast, and size of the
audience watching it).

In the case of television alone, it has become indeed difficult to accept
the thesis of cultural imperialism in Latin America when the largest and
most populous country in the region has a television system that not only
produces a lot, but also exports its productions to foreign markets
Transnational capital and foreign material have been involved in Brazilian
cultural industries in several ways, most notably in the importation of
technology, techniques, production concepts and feature films (Lins da Stlva,
1986).




Nevertheless, a concomitant strengthening of aubonomous
national enterprises in the culture industry can be observed, as
well as the transformation of Rede Globo television network into
a production center for television programs exported to other
Latin American countries and Africa, thus consumating the
internationatization of production observable for some time in
other areas of the economy. (Lins da Silva, 1986 :96)

As Joseph Straubhaar (1984) has pointed out, the history of Brazilian
television is one of growing independence from U.S imports toward locally
produced programs His data comparing the percentage of audience-hours
for imports and Brazilian productions in the period ranging from 1963 to
1977 show that(1) the preference for local productions has always
outnumbered that for imported material, and (2) the increase in telenovela
viewing paralleled a decrease in the viewing of foreign series 42, “Brazilian
TV programmers increasingly used imports as filler material, to be used in
hours when the audience size did not support the cost of a Brazilian
production” (Straubhaar, 1984:230).  Michael Tracey uses the case of
Brazilian television to provide empirical evidences challenging the cultural
imperialism thesis and the inevitable dominance of world screens by US.
programs. Tracey claims that national cultural preferences have a much
greater role in determining television output. ZRe/zs , the hallmark of
American television in the world screens, has not been so popular in
countries with locally produced drama serials, such as Brazil and Japan.
"DPallas,in 1982, occupied 69th position in the Brazilian ratings, and 109th in
Mexico™ (Tracey, 1988 17). In fact, in October 1990 64% of viewers in S3o
Paulo were tuned 1n Globo's 8:30 telenovela, while 1% was watching the
Dalias episode being aired at the same time by another channel 43. The top

ten programs of Brazilian television in August 1983 were all Globo
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productions, three of which were telenovelas.  Given that Globo relies
exclusively on in-house productions (Manchete Network also buys proorams
from independent Brazilian producers), Globo is possibly the single network

producing more programs per hour in the world.

Brazilian Telenovelas and the International Market

Brazil and Mexico are the leading Latin American exporters of
television material and, according to Michéle Mattelart, they are also sharp
examples that commercial TV is the easiest to internationalize (Mattelart,
1988). She calls attention to the fact that the exporters in both countries are
commercial monopolies, TV Globo in Brazil and Televisa in Mexico, and that
the dramatic serialized fefesovelzs are  their main product in the

international market.

The paradox is that in these countnies, whose economies are
much less independent than those of the large industrialized
countries, a cornmercial monopoly like the television tmonopoly
in Brazil can compete successfully for prime time hours using
programs made at home. (..} In Europe, on the other hand,
vulnerability to American series and more generally to the
American mode of production has led to a doctrine of
privatization, a doctrine with a long history, passing through
many phases before yielding the current policy of deregulation.
(..) The success of the American series is only a symptom of
dependency on a model in which the standardized series,
particularly the American type series, has a natural place
(Mattelart, 1988: 433)

The European broadcasting system is clearly undergoing changes

leading toward privatization and internationalization, the most revealing




example being the Italian case. The shift from public to private broadcasting
1s seen as being highly problematic given the dependence of the private
networlks on foreign programming, making I[talian television the top
purchaser of programs from the United States, Japan and Brazil (Richeri,
1986). European writers tend to see the trends of privatization taking place
more vividly in Italy, France, Spamn and West Germany with undisguised
pessirnism and concern.  Michéle Mattelart, for example, decries the
commercial model of French television because, "among the three functions it
1s supposed to perform - to inform, to educate, to entertain - {it] chooses to
emphasize the third- to entertain” (Mattelart, 1968). Giuseppe Richeri sees
the sudden change from many years of public monopoly in Italy to a private
systemn controiled solely by rules of the market and competition as being
very negative According to his assessment of the Italian case, the leading
stations have become mere distributors of standard programming, "mainly
bought from abroad and lacking in any informative, educational or original
cultural value and without any relationship to true local requirements”
(Richeri, 1956)

This trend toward commercialization, perceived with sadness by some
scholars, has a natural impact in television output as a whole. What has
happened in Europe in the 1980s, as put by Casetti and Odin (1390), is the
abandoning of the pedagogical model of the “paleo-television™ in favor of the
interactive model of the "neo-television™. The programs in this neo-television
are bound up with notions of the everyday, and there has been a major
change in the ethos of television discourse: “Authority is no longer derived
from the discourses of the 'well-informed’ or the ‘educated’ -the raalfy
knowledgeable Instead it is derived from what ‘most people’ think .~

(Connell and Curti, 1986). The Tneo-television” being discovered by
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European critics seems to be, in effect, a new version of American television
culture.

It is precisely this trend toward commercialization so sadly received
by scholars which create the conditions for the penetration of Prazilian
television into European screens. Globo drama production is perfectly able to
compete internmationally in both volume and quality with the products
offered in the international market, including American ones. However, the
real impact of Brazilian telenovelas abroad has not yet been totally
understood, and the contradictions in media and academic accounts have
heated the debate but have not helped much to clarify it Combining what
many have said, it is generally known that Brazilian telenovelas entered the
European market in the early eighties; they are usually shown on marginal
hours of late morning, afternoons and late night, and have received an
optimal public response in tmost European countries despite some negative
reviews by media critics. The original program in Portuguese 1s considered
too long by European standards and they are often re-edited and reduced for
broadcasting abicad. In addition, the two telenovelas most widely exported
have been F£arava Jsaura (1976) and Gnha AMoca (1986), which are
historical telenovelas shown at Globo's 6 pm time siot. They are both tales
about slavery, focusing the narrative on the struggles of a female heroine
played in both telenovelas by actress Lucélia Santos.

The amazing success of Exvava /ssura ("lsaura, the Slave Girl") in
foreign countries was decisive to Globo's launching into the international
television market. The telenovela was a television hit without precedent in
Poland, where 86% of the national audience watched the program and
sociologists came out in defense of it counter to critical reviews in the press

(Mattelart and Mattelart, 1987). The compelling story of the white clave
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Isaura and her tireless struggle against oppression and slavery also
paralyzed Communist Cuba. On the occasion of the Conference on the Latin
American Foreign Debt, held in Havana in 1985, actress Lucélia Santos was a
special guest of Fidel Castro’s government (Mattelart and Mattelart, 1987).
It is worth mentioning here that Lucélia Santos took advantage of Isaura’s
international popularity to propagate worldwide her political commitment to
the causes of the socially disadvantaged in Brazil and environmental issues.
In a recent issue of a Brazilian journal of communications 44, Busato
and Caparelli (1990) authored an introductory article titled "The telenovela
seen from abroad” in which thev suggest that Brazilian accounts about the
expansion of telenovelas in foreign countries are exaggerated and work to
ratify telenovela’s hegemonic existence inside Brazil : “Europe is a pretext, an
echo cave that permits to amplify the internal legitimation (in Brazil, but also
in Latin America where it supplanted the Mexican and the North American
series} of the telenovela™ They argue that the discourse emplcyed is one of
self-reference and enchantment, leading the Brazilian public to feel assured
about the effectiveness of its 'national culture’, and thus justifying all the
consumerism behavior of the telenovela. This is indeed an interesting point
of view, although the authors’ appraisal insistently excludes the possibility
that the discourse on telenovelas’ international success might 23 well be
echoing a concrete enthusiasm of foreign audiences in relation to them (they
are attractive television programs, after all). In effect, the reasoning
forwarded in the -rticte in question is not thoroughly supported by the
accounts by Eurcpean researchers on the place of telenovelas in their
countries published in the same publication. Busato and Caparelli state that
the ‘discourse of enchantment’ presupposes the existence in Europe of a

middle class similar to the Brazilian middle class, which they reject saying
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that this correlation is symbolic; it “does not have a sociological reality”. A
few pages further, the researchers from Spain explain the good acceptance of
telenovelas by suggesting that the Brazilian middle class represented in
Globo productions is similar to the Spanish middle class, allowing for an easy
identification with settings and characters.

In Belgium, Eavava Jsaurgand Unkhd Moca were successful among
the public of Dutch language despite some adverse circumstances (Bultereyst,
1990). BRT, the public web which had the monopoly of broadcasting in
Dufch, showed them sparsely, dislocating the time of broadcasting at wall,
not respecting the need for seriality intrinsic to the telenovela genre Both
telenovelas were shown in the short version directed to the European
market. Also, press reviews published before the release of the telenovelas
were negative; Biltereyst affirms that journalists were not sympathetic to
the Brazilian series. However, ratings demonstrate that more than one
Dutch-speaking Belgian in each three watched the last episode of Zavava
Jsauwra  In 1985, Jasurz was among the ten most popular episodes,
challenging the long lasting reign of 2422 The popularity acquired by the
telenovelas, despite the discontinuity and criticism, suggests to this Belgian
researcher that "the audience follows in fact only the mystericus rules of
pleasure” (Biltereyst, 1990).

In West Germany, media critics were more divided in their opinons
about the new foreign serials, but were far more aware of the cultural and
social significance of telenovelas in Brazil. According to Gerlinde Frey-Vor,
the renowned newspaper Frankfurter Aligemeine Zeitung acknowledged
the "artistic sophistication” of the telenovela in comparison with American
soap operas. The short version of /saura {40 episodes) was first shown in

Germany in 1986 by the public television ARD, which used the telenovela to




imcrease the entertainment share in the afternoon. "ARD has broadcast a
fully restructured afternoon programme since summer 1988 and the novela
Suhd Moce was seen as vital part of that renewed structure” (Frey-Vor,
1990). Isaura had a rerun in 1989 given its previous success in attracting
viewers to the public channel. For 1991, ARD had scheduled to show the
contemporary telenovela Vase 7udo (1988), following its plan of showing
one Brazilian telenovela each year.

On the one hand, the purchase of Brazilian drama by one German
public TV may indicate, as one critic wrote, "the shallowness of German
televicion tn pursuit of ratings” (Frey-Vor, 1990), but it also indicates that
German public television searched for programming alternatives outside the
list of US. drama serials when it had to accommodate the fast growing
European trend of less education and more entertainment in the television
screens.

The evidence available to this analysis somehow limits what can be
said about the reasons for telenovelas popularity in foreign countries
because they concern almost exclusively the historical narratives of Jasura
and nhz Mooz The ultimate subject matter in both texts are freedom and
justice, something that audiences everywhere are likely to grasp as being
universal values, and they also tell stories about slavery, another universally
recognized subject that world cinema and television like to explore from
time to time. Contemporary telenovelas have also been shown in Europe,
some having tremendous cultural impact ( & Bem dmadoand Gabrislzs in
Portugal); 1t is nonetheless difficult to draw any conclusive remarks about
their international acceptance. One reasonable answer is that telenovelas
operate within the boundaries of ‘human values’ that have become ‘naturat

codes’ universally. In the case of the contemporary prime time telenovelas,
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informed as they are by a specific cultural and organizational reality, and
highly referential to current Brazilian popular culture, it suffices to say that
their power of seduction’ is linked to the packaging of a ‘cultural imaginary’
whicli has systematically insisted to stay marked by difference rather than
in-difference.

To finalize, the point of view expressed in the following excerpt
articulates the most compelling reasoning assessing why Brazil became a
world exporter, a case study that profoundly problematizes media theortes
advocating dependency and imperialism in the international exchange of
television pregrams.

In the moment of internationalization of program production, the
television narratives originated from extremely diverse cultures
have, without doubt, a good part of their ‘power of seduction’
stemming from the fact that they seem to constitute answers to
the fatigued /fogos of the western modernity. () Today, in the
era of serialized production, the Western confronts its mental
image and its latent dream with the products from one image
industry. What does it discover? Discovers that countries like
Brazil have a lived quotidian, and still live a modernity of image,
a technological era, an experience of making whose lines make an

inseparable link between techmcal rationality and collective
imaginary. {(Mattelart and Mattelart, 1987 :206)

The nature of the changes operating in television systems in many
parts of the world indicate the exhaustion of the public sector’s approach to
television making. The increasing concern for ratings and competition in
Europe, which will only increase as the tendencies toward privatization and
commercialization develop, create a great demand for programs, and
serialized drama fiction has been the most suitable and the most avaifable.
In this context, Brazilian telenovelas, with their significant differences from

Anglo-Saxon television drama and th a certain taste from the tropics,
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stand out as an alternative for audiences who have had enough of JRs and

Sue Helens.
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Conclusion

The case of Brazilian television, depicted here in its most
representative production, the telenovela, allows for conclusive remarks 1n a
variety of fronts. The central idea is to situate the telenovela genre in
refation to contemporary theories of the media that appear less reductionist
and more appropriate to grasp the dynamic forces operating in commercial
television, complicated here by the fact of Brazil being a part of the
developing world.

Traditional views regarding the melodramatic on televisicn as empty
of any content other than emotions and sentiments appealing to fernale
audiences are no longer addressing the contemporary telenovela genre 1n
Brazilian television, which finds in Globo Hetwork a pre-eminent
representative given both the quantity and the quality of its drama
production. The telenovela genre allows for much more than just feminine
entertainment. Throughout the 1980s and at the present time, televistion’s
prime time in Erazil is substantially loaded with symbolic representations of
Brazilian society, traditions, and culture, which incorporate soctal trends and
genotrate discourse in complex ways. Due both to organizational and cultural
factors affecting the development of television in Brazil, the telenovela is
becoming a true Brazilian genre.

In the early period of television broadcasting, telenovelas were used
in attempts to popularize the medium. In the early seventies, with stimulus
coming from State policies and signs of cornmercial viability for the medium,
telenovelas snited the needs for mass appeal and profitability, and these
were reascns for making plots harmonize with the general trends of

modernization of Brazilian society. In the eighties, the theme of




modernization exhausted, the tendency was to entertain Brazilians with
stories related to national issues. The critical realism of Dias Gomes' texts
proved successful and opened a whole range of possibilities for telenovela
narratives. The telenovela fanfanal shown in 1990 explored a universe far
from the studios and landscapes of Rio de Janeiro; its slower rhythm, nudity
and ecological subtext raised the ratings of Globo's number one rival.
Competition among prime tirne telenovelas has grown stronger ever since,
with Globo's leading position being constantly under threat. Now that
audiences are becormning more awate of the other networks' potential for
drama production, they switch channels with more frequency. This is likely
to bring new developments in telenovela narratives and styles, which
become increasingly more sophisticated and attractive.

The fact that telenovelas are the most watched programs has led
television networks to invest in other formats of drama production, which
has also kept them relatively away from foreign formulas and programs. The
export of telenovelas did not change the one-way flow in the trading of
television programs internationally, but it has been important enough to
posit Brazil as an exporter of television fiction

One last consideration to be made concerns the practice of studying
television. Since the medium s so intrinsically bound by cultural and
sociological processes, any analysis of television today implies almost always
an analysis of culture (in its broadest sense). Although my purpose was not
to assess Brazilian contemnporary popular culture in an anthropological
manner, | bring it 1w light as much as needed in order to investigate
television’s relationship to national culture, since one basic argument here is
that Globo's telenovelas are an expression of this very culture. Themes and

subjects are substantially related to the customs, beliefs, and practices of

1477




Brazilian society; the stories also make reference to Brazilian cinema, theater
and literature and often incorporate real people playing themselves in
fictional plots. Telenovela’s articulation of current events and their open
references to national issues seem to recover and construct a collective
cultural experience highly bound up with Brazil's cultural and social
formation. This way, telenovelas function as a forum for contemporary

Brazilian culture.
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Endnotes

I See Andreas Huyssen article "Mass Culture as Woman: Modernism's
other”, in T Modleski (Ed.) Studies in Entertainment, Bloomington: Indiana
Umversity Press, 1986.

2 An interview with Hans Enzensberger was published in INTERCOM -
Brazilian Journal of Communication- in the occasion of his visit to Brazil in
1985 (Caparelli,S. and AHohifeldt, “Enzensberger: poder e estética
televisiva™, INTERCOM- Revista Brasileira de Comunicagdo, Vol.8, No.53, 1985:

5-11)

2. In the above mentioned interview, Enzensberger is more skeptical about
the media detnocratic potential , admitting that he had overlooked the power
of capital in the operation of the media and that his early positioning carried
a geat deal of "utopia’. Notwithstanding this, Modleski's point is still
valuable because she is not assessing the ‘correctness’ of his contentions, but
arguing that his essay had an influence in appointing new directions to mass
culture criticism.

4. Hall's three categories of "decoding”™ are exemplified in John Fiske's
differentiated readings of the television show AMsgwum FY , in Fiske, |.
“British Cultural Studies and Television”, Channels of Discourse, R Allen (Ed),
Chapel Hill: University of North Carolina Press, 1987.

>. Bee,]. “First Citizen of the semiotic democracy?” (Book review), Cultural
Studies , Yot 3, No.3, 1989:353-350.

6. Byars, J. "Reading feminine discourses: Prime-time television in the US”
Communication, Vol .9, 1987 '2869-303

7 Ortiz, R. “Cultura Popular no Brasil' lluminados e Alienados”. Boletim
INTERCOM 49/50, Ano V11, 1984. ( "“FPuopular Qulture in Brazil MMuminsted
and Alfenated )

8. The concept of “anthropofagia” was launched by a group of avant-garde
artists identified with the ‘modernist movement' taking place in the arts in
the 1920s. Its premise was that Brazilian culture could resist foreign
influences (largely European) by assimilating, devouring and transforming
1it. Instead of denying the foreign element in culture, the idea was to pervert
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it. The ‘anthropofagic’ manifest in the arts was echoed by Brazilian theater,
cinema and literature; the underlying idea was one of cultural resistance A
typical ‘anthropofagic’ allegory was the film "How Tasty was my Frenchman®,
in which a bunch of savage Indians eat foreigners.

9. My translation from Portuguese.

10. Simdes, 1. “A TV se Moderniza®, in Costa, A H, Sim¥es, I. and Kehl, ME.
Um pajs no Ar. Sdo Paulo: Brasiliense, 1980.

Il Mattos, S. The Impact of the 1964 Revolution on Brazilian Television { p
96)

12. A counter-argument to the cultural domination thests 15 easily found in
the effects of video technologies and television on various Brazilian Indian
tribes. When the Caiapds Indians saw themselves on a video, they did not
like what they saw: too much "white man” clothes, too little body painting
and no ornaments. They then asked to be filmed again, this time
(un)}dressed and painted like real Caiapds. In another tribe, Indians
themselves made 3 video about the practice of nose-piercing, a custom that
had disappeared from the tribe’s culture. In sum, a series of videos made by
the AMovimants Imiligenisia Brasiteiro demonstrates how video technologies
are being used by Indians to document and propagate secular customs and
rituals. Tribe leaders appear saying that they want film everything so that
newer generations can learn and keep their traditions.

I3. “Globo has Brazil TV in its pocket”, Variety , March 25,1987 : 131
14. I1dem, p.136
15. My translation from Portuguese.

16. In Revista Manchete, June 30 1990. My transiation from Portuguese

I7. See Modleski, T. Loving with a Vengeance (1982) ; Ang, I. Watching
Dallas (1982) ; Hobson, D. "¢russroads "The Drama of a Soap Opera London
Methuen, 1982.

13. In Portuguese, a short word for telenovela is novela’, which is how the
programs are commonly called. The Webster's Dictionary has the word
novella’, but it means "a short prose narrative, as any of the tales of
Boccaccio™. The most likely translation, then, would be ‘telenovel’, as being a
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novel ("a relatively long fictional prose narrative with a more or less
complex plot”, in the literary sense) shown on television.

19 This was true until very recently. However, since June 1991 the Brazilian
press has been reporting a "Mexic~2 invasion” on Brazilian television. SBT,
the network owned by the former TV host Silvio Santos, whose programming
strategy is aimed at the popular classes, is presently airing two Mexican
telenovelas that are luring viewers away from Globo Network.

20. These characters and situation are from the soap opera 7he Foung amd
tho Kestless, shown daily on CBS. All my further examples belong to this
soap opera or to another one called 7#he Bokd and Baaulift/, also shown on

CBS.

21. Following the previous example about Sofia‘'s wedding in 7he Foung sod
the Restless, when she and Nathan finally make it to the altar, with sister
Drucilla as maid of honor and everything, they cannot "consummate” their
marriage. Nathan, still recovering from appendicitis surgery, could not make
love to his new wife.

22. 1t is not accidental that these books were published in Europe, where
the arrival of Brazilian telenovelas on the television systems of various
European countries during the 1980s was provoking a great deal of
discussion about the "new” TV genre coming from the "tropics”.

25  The decision to limit the analysis to the &:30 time slot is easily
justifiable. In the hierarchy of telenovela production, the "8 o'clock™ novela
comes in first place because of its prime time status, higher ratings, and
more expensive production. In short, it is the most watched program of
Brazilian television, by far the most influential and often the most
controversial. I am particularly interested in the 8 o'clock telenovela because
it allows for more daring themes, and are the ones more compromised with
on-going evenis and "moods” of society. Globo's prime time telenovela has
become a cultural institution in contemporary Brazil.

24. From this total, the 10 most watched (according to ratings from IBOPE,
Brazilian Institute of Public Opinion and Statistics) are listed below with
year of broadcast and average yearly ratings (calculated nationally unless
otherwise indicated):
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* Roque Santeiro (85/80)......ovvcernnn. 76%
* Baita Comigo (198 1) 668
* Agua Viva (1980)....iiin, 64%
¥ Coraglo A1ado (80/8 1), 64%
0 Salvador da Patria (1989).... ... ... 62%
Vale Tudo (1988)......cooorvvvvccrenrrceeereer, 60%
Roda de Fogo (86/87)... oo 59%
¥ Corpo a Corpo (1985)........mmeereerrrree 59%
Rainha da Sucata (1990)..........cc. co.cc..... 58%
' Mandala (87/88) ..o o, 573

* average calcutated between Rio and Sdc Paulo
' average audience in Porto Alegre

Sources: IBOPE reports and Ortiz, Borelli and Ramos (1988),p 187.

25. Interview with Gilberto Braga published in Boletim de Programacio da

Rede Globo "Corpo a Corpo”, 1985

20. Revista Veja, July 31, 1991

27. “Som Livre Diskery Grew from start in novela records”,_Variety , March
25,1987,

28. My translation from the original verse 1ti Portuguese.
"Tieta ndo foi feita da costela de Addo
E mulher diabo / a prépria tentagdo
Tieta é a serpente que tentava o paraiso
Ela veio ao mundo pra virar nosso juizo”

29. Song by popular singer Cazuza, translated from original lyrics tn
Portuguese:

"Ndo me convidaram pra esta festa pobre

que 0s homens armaram pra me convencer

a pagar sem ver / toda essa droga

que ja vem malhada antes de eu nascer

nao me ofereceram nenhun cigarro

fiquei na porta estacionando os carros

nao me elegeratn chefe de nada

0 meu cartdo de crédito é uma navalha

Brasil mostra a tua cara / quero ver quem paga




pra gente ficar assim
Brasil qual o teu negdcio/ o nome do teu sécio
confia emn mim”

30 In the original tale "The fabulous story of Roque Santeiro and his widow,
the one who was without ever being one”, Roque is killed by the inhabitants
of Asa Branca in the end. They prefer to have a prosperous town with a dead
hero than & hiving hero 1 a town economically destroyed ( Mattelart and
Mattelart, 1987)

31 Boletim de Programacdo da Rede Globo - Especial Vale Tudo, 14/05/88

32 Boletim de Programacao da Rede Globo - Especial Roda de Fogo.

3% Boletim de Prograrnacdo da Rede Globo - Especial O Salvador da Patria,
7/01/1989

34. Cited 1n (Vink, 1988)
35. Boletim de Programacao da Rede Globo - Especial Mandala. 10/10/87

36 Dialogue from a scene of (Corpo 3 Gorge ("The Clinch”), on air from
Novernber /64 until June 1985.

37 Zilmann, D. "Humour and Communication: Introduction to Symposium®,

in Chapman, A & HFoot, [ts a Funny Thing, Humour: International

Conference on Humour & Laughter. Oxford: Pergamon Press, 1977.

38 Boletum de Programacio da Rede Globo - Especial Mandala, 10/10/87

39. In Latin America, ‘cultural imperialism’ articulators locate the ‘problem’
on outside forces which are considered harmful, while the ‘dependency
theory' current recognizes the effect of other forces, sometimes within the
national sphere, contributing to a general state of economic dependency
(McAnany, 1986).

40. Nordenstreng, K and T Varis, Television Traffic - A One Way Street? ,
Paris. UNESCO, 1974

41 Sarti, I. “Comunica¢do e Dependéncia Cultural: Um Equivoco”, in
] Werthein (ed.) Metos de Comunica¢do; Realidade ¢ Mito. S3o Paulo:
Nacional, 1981.




42. 1963 1965 1967 1969 {971 1973 1975 1977
Foreign Series 25% 4% 15% 16% 11% 4% 9% 17%
Teletiovelas 2% 12% 13% 18% 17% 22% 20% 22%

Source: Straubhaar, 1984.
43. Source: Central Globo de Marketing, Globo Research Department Report,
October 1990.

44. ‘Telenovela made in Brazil", INTERCOM - Revista Brasileira de
Comunicacdo, 62/63, Ano XI1I, S3o Paulo, 1990.




—
N
Ln

Bibliography

Adorno, T. "Television and the Patterns of Mass Culture”. In B. Rosenberg
and D. M. White (Ed.) Mass Culture; The Popular Arts in America. New
York: The Free Press, 1957

Allen, R. Speaking of Soap Operas. Chapel Hill: The University of North
Carolina Press, 1965

Allen, R. (Ed ), Channels of Discourse. Chapel Hill : The University of North
Carolina Press, 1987

Allen, R. "Bursting Bubbles: 'Soap Opera’, audiences, and the limits of genre”.
In E. Setter, H. Borchers, G. Kreutzneret al. (Ed.) Remote Control:
Television, Audiences, and Cultural Power. London: Routledge, 1989

Ang, 1. Watching Dallas: Soap Opera and the Melodramatic Imagination. New
York. Methuen, 1982

Attallah, P. Situation Comedy and The Beverly Hillbillies": the unworthy
discourse. Working Papers in Communications Montreal: McGill
University, 1983.

Barrios, L “Television, Telenovelas, and Famuly Life in Venezuela™ In J. Lull
(Ed.) World Families Watch Television. Beverly Hills: Sage, 1988

Beltran, L.R and E. Fox de Cardona. “Latin America and the United States:
Flaws in the Free Flow of Information®. In K. Nordenstreng and H.
Schiller (Eds.) National Sovereignty and International Communication.
Norwood NJ: Ablex Publishing, 1979

Bennett, T. "Popular Culture: A Teaching Object™. Screen Educatjon, Spring
1980 (34), 1980 : 17-29

Bennett, T. "Theories of the media, theories of society”. In M. Gurevitch, T.
Bennett, ]. Curranet al. (Eds.) Culture, Society and the Media. New
York. Methuen, 1982

Bennett, T. "The Politics of ‘the Popular’ and popular culture” In T. Bennett,
C. Mercer and ]. Woollacott (Eds.) Popular Cuiture and Social Relations.
Milton Keynes: Open University Press, 1986




. -

cn

Brown, M.E. "Introduction: Feminist Cuitural Television Criticism - Culture,
Theory and Practice™. In M. E. Brown (Ed.) Television and Women's
Culture: The Politics of the Popular. London: Sage, 1990a

Brown, M. E. (Ed.}, Television and Women's Culture. The Politics of the
Popular. London : Sage, 1990b

Budge, B. “Joan Collins and the Wilder Side of Women: Exploring Pleasure
and Representation™. In L. Gamman and M. Marshment (Eds.) The
Female Gaze: Women as Viewers of Popular Culture Seattle. The Real
Comet Press, 1989

Busato, L. and S. Caparelli. "A novela vista de fora™. Intercom - Revista
Brasileira de Comunicacdo, 62 /63 (Ano XI11), 1990 . 57-60

Byars, |. 'Reading Femine Discourse: Prime-Time Television in the US”
Communication, 9 1987 : 289-303

Campedelli, S. Y. A Telenovela. S3o Paulo: Atica, 1985

Caparelli, S. Televis&o e Capitalismo no Brasil. Porto Alegre: L&PM, 1982

Caparetli, S. Ditaduras e Industrias Culturais. Porto Alegre: Editora da
Universidade /UFRGS, 1989

Caparelli, S. and A. Hohifeldt. “Enzensberger: poder e estética televisiva’.
Intercom - Revista Brasileira de Comunicacio, 8 (53), 1985

Carey, . "The origins of the radicrl discourse on cultural studies in the U.S”

Journal of Communication, 33,1983

Carvalho, E., M. R. Kehl and 3. N. Ribeiro. Anos 70 - Televis&o. Ri10 de Janetro
Europa, 1979

Casetti, F.and R. Odin. "De la paléo- a la néo-télévision  Approche sémito-
pragmatique”. Communications (Paris), 51,1990 : 9-26

Cassata, M. and T. Skill. Life on Daytime Television. Tuning-in American
Serial Drama. Norwood (NJ): Ablex, 1983




157

Caughte, ]. "Playing at Being American: Games and Tactics™. In P. Mellencamp
(Ed.) Logics of Television Escays in Cultural Criticism. Bloomingtot:
Indiana University Press, 1990

Communication Research Trends, "Soap Opera”. 10 (No.1), 1990

Connell, I. and L. Curti. "Popular Broadcasting in Italy and Britain: Some
Issues and Problems”. In P. Drummond and R. Paterson (Eds.)
Television in Transition London: BFI, 1986

Costa, A H, 1.F. Sumdes and M R. Kehl. Um Pais no Ar ; Historia da TV
Brasileira em 3 Canais Sao Paulo: Brasiliense /Funarte, 1986

De Lima, V. "The State, Television, and Political Power in Brazil™. Critical
Studies in Mass Communication, 5 (No.2), 1988 : 108-128

Duarte, M L B. "Imaginario, Telenovela e Merchandise™. Eevista
Comunicagdes e Artes Ano 11 (No.14), 1985

Eco, U. Apocalipticos e Inteprados S3o Paulo: Editora Perspectiva, 1979

Fernandes, [. Telenovela Brasileira: Memoria. S3o Paulo: Brasiliense, 1987

Feuer, |. "Melodrama, Serial Form and Television Today”. Screen, 25 (Ho. 1)
1984 : 4-16

Feuer, ]. "Narrative form in Atnerican network television”. In €. MacCabe
(Ed.) High Theory/Low Culture: Analysing Popular Television and
Film. New York- St. Martin's Press, 1986

Feuer, |. "Genre Study and Television™. In R. Allen (Ed.) Channels of
Discourse. Chapel Hill: The University of North Carolina Press, 1987

Filho, C M. Quem Manipula Quem? Poder ¢ Massas na [ndastria da Cultura e

da Comunicacao no Brasil. Petropolis: Yozes, 1986

Fiske, J. "Television: Polysemy and Popularity”. Critical Studies in Mass
Communication, 3 (No.4), 1886

Fiske, |. “British Cultural Studies and Television™ In R. Allen (Ed.) Channels
of Discourse. Chapel Hill: The University of North Carolina Press, 1987




159

Franco, . "The Incorporation of Women:A Comparison of North American
and Mexican Poputar Narrative™. In T. Modleski (Ed.} Studies in
Entertainment- Critical Approaches to Mass Culture Bloomington:
Indiana University Press, 1966

Frey-Vor, G. "Brazilian Telenovelas in West Germany: A New Type of
Programme in a Changing Television Culture and a Programme Market
in Transition”. Unpublished Paper, 1990

Gamman, L. and M. Marshment (Eds.), The Female Gaze. Seattle . The Real
Comet Press, 1989

Garnham, N. "Book Review: Le Carnival des Images, by 4. & M. Mattelart.
Media, Culture & Society, 1988

Gitlin, T. "Prime Time Ideology: The Hegeraonic Process in Television
Entertainment”. In H. Newcomb (Ed.) Seeing Television. 1982

Gitlin, T. Inside Prime Time. New York: Pantheon Books, 1983

Gitlin, T. "Television's Screens: Hegemony in Transition™. In D. Lazere (EQ )
American Media and Mass Culture: Left Perspectives Los Angeles:
University of California Press, 1887

Grossberg, L. “Strategies of Marxist Cultural Interpretation”. Critical Studies
in Mass Communication, Vol. 1 (No.4),1984 :392-421

Grossberg, L.and J. D. Sfack. "An Introduction to Stuart Hall's Essay™ Critical
Studies in Mass Communication, 2 (No.2), 1985 : §7-90

Grossberg, L. "On Postmodernism and Articulation- An interview with Stuart
Hall". Journal of Communication Inquiry, Vol.10 (No.2), 1886 : 45-60

Gruneau, R. “Introduction: Notes on Popular Culture and Political Practice”
In R. Gruneau (Ed.) Popular Cultures and Political Practices Toronto
Garamont Press, 1988

Gurevitch, M, T. Bennett, J. Curran et al. (Eds.), Culture, Society and the
Media. London : Methuen, 1982

Hall, S. "Culture, the Media and the ‘Ideological Effect’ °. In ] Curran, M.

Gurevitch and J. Woollacott (Eds.) Mass Communication and Soctety
Beverly Hills: Sage, 1977




n
O

Hall, S “Encoding/decoding”. In S. Hall (Ed.) Culture, Media, Language:
working papers in cultural studies, 1972-79. London: Hutchinson,

1980

Hall, S. "Notes on Deconstructing The Popular™. In R. Samuel (Ed.} People’s
History and Socialist Theory. London: Routledge & Kegal Paul, 1981

Hall, S "The rediscovery of ideology": return of the repressed in media
studies™. In M. Gurevitch, T. Bennett, ]. Curran et al. (Eds) Culture
Society and the Media. London: Methuen, 1982

Hall, S. “Signification, Representation, Ideology: Althusser and the Post-
Structuralist Debates”. Critical Studies in Mass Communication, 2

(No 2), 1985:91-114

Hall, S. "Cultural Studies: two paradigms”. In R. Collins, ]. Curran, N.
Garnham et al. (Eds.) Media, Culture and Society. Newbury: Sage, 1986

Huyssen, A "Mass Culture as Woman: Modernism's Other™. In T. Modleski

(Ed ) Studies in Entertainment: Critical Approaches to Mass Culture.
Bloomington: Ir.diana University Press, 1986

INTERCOM - Revista Brasileira de Comunica¢ic, Telenovela Made in Brazil”,
Ano X111 62/63

Johnson, R. “What is Cultural Swudies Anyway?". Social Text, 16

Johnson, R “Film, Television and Traditional Folk Culture in By» Bye Brass/”.
Journal of Popular Culture, 18 (No.1), 1984 : 121-132

Kaplan, E A. Feminist Criticism and Television™. In R. Allen (Ed.) Channels
of Discourse. Chapel Hill: The University of North Carolina Press, 1987

Kehi, M.R. "Um sé povo, uma 56 na¢ao, uma sé cabega”. In E. Carvatho, M. R.
Kehl and S. N. Ribeiro, Televisdo- Anos 70. Rio de Janeiro: Europa,
1979

Kehi, M.R. "Eu vi um Brasil na TV". In AHCosta, 1. F. Simde¢s and M. R. Kehl
Um Pais .0 Ar Histéria da TV Brasileira em ttés canais. S50 Pavlo:
Brasiliense, 1986a




160

Kehl, M. R. "Trés Ensaios sobre & Telenovela™ In A. H Costa, I. F simdes and
M. R. Keh!l, Um pais no Ar: Histdria da TV Bracileri e Trés Canais
Sao Paulo: Brasiliense /Funarte, 1986b

Kottak, C. Prime-Time Society: An Anthropofogic \l Analysis of Televicion and
Culture. Belmont (CA): Wadsworth Publishing Co,, 1990

Kuhn, &. "Women's Genres”. Screeni, 25 (No.1), 1984 : 18-28

Lazere, D. “Introduction: Entertainment as Social Control”. In D Lazere (Ed )
American Media and Mass Culture: Left Perspectives Los Angeles
University of California Press, 1967

Leal, O.F. A Leitura Social da Novela das Oito Petrépelis. Vozes, 1986

Leal, 0. F. "Popular Taste and Erudite Repertoire. the place snd space of
television in Brazil”. Cultural Studies, 4 (No.1), 1990 - 19-29

Leal, O. F. and R. G. Oliven. “Class Interpretation of a Soap Opera Narrative
the case of the Brazilian Novela Summer Sun”. Theory, Culture &
Society, 5 1988 :61-99

Lee, C. Media Imperialism Reconsidered. Beverly Hills: Sage, 1979

Liebes, T. "Cultural Differences in the Retelling of Television Fiction™  Critical
S*dies in Mass Communication, S {No.4), 1988

Lins da Silva, C. E. "Transnational Communication and Brazilian Cuiture™ In
R. Atwood and E. McAnany (Eds) Communication and Latin American
Society. Madison' The University of Wisconsin Press, 1986

Lins da Silva, C. E. "Indistria da Comunicagio. personagens principais das
elei¢des presidenciais brasileiras de 1989™ INTERCOM - Revista
Brasileira de Comunicacdo, Ano XII1 (No ©62/63), 1990 121-127

Lipsitz, G. "Fopular Culture: This Ain't No Sideshow™ Time Passages
Collecive Mermory and American Popular Culture Minneapolis
University of Minnesota Press, 1990

Lopez, A. "The Melodrama in Latin America. Films, Telenovelas and the
currency of a Popular Form™. Wide Angle, 7 1985 : 5-13




161

MacCabe, C. “Defining Popular Culture™. In C. MacCabe (Ed.) High
Theory/Low Culture- Analysing Popular Television and Film. New

York: St Martin's Press, 1986

Macdonald, D. “A Theory of Mass Culture”. In B Rosenberg and D.M. White
(Eds.) Mass Cuiture. The Popular Arts in America. New York: The Free

Press, 1957

Marques de Melo, ] Comunicacdo Social, Teoria e Pesquisa. Petrépolis: Yozes,
1870

Marques de Melo, |. As Telenovelas da Globo: Producio e Exportagdo. Sao
Paulo: Summus, 1988

Mattelart, A and Ii. Mattelart. 0 Carnaval das Imagens. S3o Paulo:
Brasiliense, 1987

Mattelart, M. "Women and the cultural industries™. In R. Collins, J. Curran, N.

Garnham et al. (Eds.) Media, Culture & Society: a critical reader.
London: Sage, 1986a

Mattelart, M. Women, Media, Crisis: Femininity and Disorder. London:
Comedia, 1Q86bH

Mattelart, M. "Can Industrial Culture be a culture of difference: A reflection
on France's confrontation with the U.S. modet of serialized cultural
production” In L. Grossberg and N. Carey (Eds.) Marxism and the
Interpretation of Culture. Urbana: Univ. Of Illinois Press, 1988

Mattos, S. The Impact of the 1964 Revolution on Brazilian Television. San
Antonio, Texas: V Klingensmith Independent Publisher, 1982

McAnany,E "The Logic of Cultural Industries in Latin America:The
Television Industry in Brazil”. In V. Mosco and ]. Wasco (Eds.) The
Critical Communications Review Vol.Il. Norwood NJ- Ablex Publishing,
1984

McAnany, E. "Seminal Ideas in Latin American Critical Communication
Research: An Agenda for the North™ In R. Atwood and E. McAnany
(Eds) Communication and Latin American Society. Madison: The
University of Wisconsin Press, 1986




._‘
cn
[4%8)

Meehan, E. “Conceptualizing Culture as Commodity: The Problem of
Television”. Critical Studies in Mass Communication, 3 (No 4), 1986 .
449-457

Modleski, T. Loving with a Vengeance- Mass-Produced Fantasies for Women
New York: Routledge, 1962

Modleski, T. “Femininity as mas(s)querade: a feminist approach to mass
culture”. In C. MacCabe (Ed.) High Theory/Lew Culture Analyzing
Popular Television and Film. New York- St. Martin's Press, 1986a

Modlesks, T. “Introduction”. In T. Modleski (Ed ) Studies 1n Entertainment
Critical Approaches to Mass Culture. Bloomington Indiana
University Press, 1986b

Mulvey, L. "Melodrama in and out of the home”. In €. MacCabe (Ed ) High
Theory/Low Culture: Analysing Popular Television and Filrn New
York: St. Martin's Press, 1986

Novaes, C. “A Escrava Isaura Ganha o Coragdo do Povo Cubano™ Intercom
49/50 (Ano VII), 1984 :20-22

Ortiz, R. "Cultura Popular no Brasil- Iluminados ¢ Alienados™. Intercom
49/50 ( Ano VII), 1984 : 43-55

Ortiz, R, S. H. Borelli and ]. M. Ramos. Telenovela - Histéria e Produco S3o
Paulo: Brasiliense, 19838

Pereira C. A.and R. Miranda. Televis3o. S3o Paulo. Brasiliense, 1983

Pignatari, D. Signagem da Televisao. S30 Paulo. Brasiliense, 1934

Porter,D. ~Soap Tiume: Thoughts on a Commodity Art Form™ In H Newcomb
(Ed.) Television: The Criticat View New York: Oxford University Press,
1982

Press, A. "Class and gender in the hegemonic process: class differences in
women's perceptions of television realism and identification with
television characters™. Media, Culture and Soctety, 11 1989 229-251

Rakow, L. “Feminist approaches to popular culture. Giving patriarchy its
due”. Communication, Vol 9 1986 - 19-41




Real, M Mass-Mediated Culture New Jersey: Prentice-Hall, 1877

Rector, M. "A Telenovela Brasileira dos Anos 90", (Unpublished Paper), 1990.

Richeri, G. "Television from Service to Business. European Tendencies and
the Italian Case”. In P. Drummond and R. Paterson (Eds.) Television in
Transition. London: BFI, 1986

Rogers, E and L. Antola. "Telenovelas' A Latin American Success Story”.
Journat of Communication, Vol. 35, 1985

Rosen, R. “Soap Operas: Search for Yesterday™. In T. Gitlin (Ed.) Walching
Television: A Pantheon Guide to Popular Culture. New York: Pantheon,
1986

Sarques, J. "Telenovelas, Ideologia y Sexo™. CHASQUI - Revista Latino
Americana de Comunicacion, (No.4), 1882 : 28-35

Seiter, E, H. Borchers, G. Kreutzneret al. (Eds.), Retnote Control: Television,
Audiences, and Cuitural Power. London : Routledge, 1989

Sodré, M A Comunicacdo do Grotesco, Petrépolis: Vozes, 1972

Sodré, M A Maguina de Narciso: Televisdo, Individuo ¢ Poder no Brasil. Rio
de Janeiro Achtamé, 1984

Steeves, H L and M. C Smith. "Class and Gender in Prime-Time Television
Entertainment: Observations from a Socialist Feminist Perspective”.

Journal of Communjcation Inquiry, 11 (No.1), 1987 : 43-63

Straubhaar, J. "The Development of the Telenovela as the pre-eminent form
of Popular Culture 1n Brazil™. Studies in Latin American Popular
Culture Vol 1, 1982 : 138-150

Straubhaar, J. "Brazilian Television: The Decline of American Influence”.
Communication Research, 11 (No.2), 1984 .221-240

Straubhaar, J. “Estimating the Impact of Imported versus National Television
Programming 1n Brazil® Studies 1n Communication. Ablex Press, 1985

Straubhaar, ] “Television™ In H a Tatum (Ed ) Popular Culture in Latin
America Greenwood Press, 1986




Tracey, M. "Popular Culture and the Economics of Global Television”™.
Intermedia, 16 (No.2), 1988 : 9-19

Tunstall, ]. "Media Imperialism?". In D. Lazere (Ed.) American Media and
Mass Culture: Left Perspectives. Los Angeles: University of California
Press, 1987

Turner, G. 7 'It works for me'; Britich Cultural Studies,  Australian Cultural
Studies, Australian Film". (Unpublished paper)

Variety, "Globo Has Brazil TV in its Pocket”, March 25, 1967

Vink, N. The Telenovela and Emancipation: A Study on TV and Social Change
in Brazil. Amsterdam: Royal Tropical Institute, 1988

Young, S. “Feminism and the Politics of Power: Whose Gaze is it Anyway?"
In L. Gamman and M. Marshment (Ed.) The Female Gaze Seattle: The
Real Comet Press, 1989




