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This Yearbook is a result of a partnership between Globo
Universidade and Ibero-American Television Fiction Observatory
(Obitel) started in 2008. The Observatory aims to analyze the pro-
duction, audience and sociocultural repercussion of television fic-
tionin Latin America and in the | berian Peninsula, throughout pub-
lications and seminars.

Publications:

e Obitel Yearbook 2008: global markets, local stories

e Obitel Yearbook 2009: television fiction in Ibero-America: nar-
ratives, formats and advertising;

e Obitel Yearbook 2010: convergences and transmediation of the
television fiction

e Obitel Yearbook 2011: quality in television fiction and audi-
ences’ transmedia interactions

e Obitel Yearbook 2012: transnationalization of television fiction
in |bero-American countries

e Obitel Yearbook 2013: social memory and television fiction in
Ibero-American countries

e Obitel Yearbook 2014: transmedia production strategies in
television fiction

e Obitel Yearbook 2015: gender relations in television fiction

About Globo:

Besides publications, Globo supports researches and promotes
courses and seminars in partnership with Brazilian and foreign in-
stitutions about themes considered relevant for society in the com-
munication, arts, management, technology, and citizenship areas.
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EbpIiTors’ NOTE

This Obitel Yearbook 2015 is published simultaneously in
three languages by Globo/Editora Sulina (Brazil): in printed formin
Portuguese, and in digital form in Portuguese, Spanish and English.

Obitel Y earbooks:

e Obitel Yearbook 2007, published in Spanish by Editorial Ge-
disa, Spain.

e Obitel Yearbook 2008, published in Portuguese and English by
Globo Universidade, under the seal of Editora Globo, Brazil.

e Obitel Yearbook 2009, published in Spanish by the European
Children’s Television Observatory (OETI) in Spanish; in Por-
tuguese and English by Globo Universidade/Editora Globo,
Brazil.

e Obitel Yearbook 2010, published in printed form in Portuguese
and Spanish by Globo Universidade/Editora Globo, Brazil.

e Obitel Yearbook 2011, published by Globo Universidade/Edi-
tora Globo in printed form in Portuguese and Spanish, and as
e-book in English.

e Obitel Yearbook 2012 and Obitel Yearbook 2013, published
by Globo Universidade/Editora Sulina in printed form in Por-
tuguese and Spanish, and as e-book in English.

e Obitel Yearbook 2014, published by Globo Universidade/Ed-
itora Sulina in Portuguese in printed form, and as e-book in
Spanish and English.

e Obitel Yearbook 2015, published by Globo Universidade/Ed-
itora Sulina in Portuguese in printed form, and as e-book in
Spanish and English.

In thisyear of 2015, Obitel completesits tenth anniversary.
Since its foundation in 2005, in Bogota, Colombia, Obitel has
chosen as its main object of study TV fiction production, distribu-
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tion and reception in the Ibero-American space. Because of the
growing interest of countries in the region to converge and merge
in production policies, exchange and media options, cultural, com-
mercia and artistic creation, all this has built an areaof significant
geopolitical and cultural reference. Based on this scenario, Obitel
not only performs the quantitative data fiction programs in the net-
work’s countries but also analyzes the trends of programming con-
tent. Besides, since 2010, the analysis of transmediareception of TV
fiction has been carried out.

Throughout these ten years of existence, Obitel has consoli-
dated in the field of Ibero-American communication studies as an
international research network which has been producing quantita-
tive and qualitative analysis with the main objective of identifying,
through comparative study, both the similarities and differences, the
adaptations and appropriations among the national television nar-
ratives produced and exhibited in the region. It is, therefore, an in-
tercultural project that allows, through a set of cultura indicators,
to identify and interpret the representations these countries make
of themselves and of others in the television narratives, through
which people build and rebuild daily their cultural identity. These
approaches facilitate the Observatory building, at the same time, a
comprehensive overview and the cultural and economic strength
that fiction has gained in the Ibero-American television and in the
life of these countries.

On the other hand, it is necessary to note the construction and
improvement over these ten years of a unified methodological pro-
tocol adopted by all Obitel research teams. This protocol integrates
mixed techniques of observation and data collection, procedure and
patterns of quantitative and qualitative analysis, adoption of con-
ventions and reinventing concepts. All thiswork isto providethere-
searchers and practitioners of communication with both synchronic
and diachronic view of the complex transformations that are affect-
ing television, specifically in the |bero-American context.
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The main result of all these continuous and coordinated efforts
has been the historical series of data that is rarely achieved in the
field of TV fiction research. Another equally important result of
Obitel has been the collaboration between the university and the
productive sector, a relationship that is renewed every year dem-
onstrating that, if desired, the alliance of interests around the study
of our main TV product is possible, which is the telenovela and its
derived formats.

For all this, on the Obitel tenth anniversary, the general coor-
dinators, the national coordinators and all research teams reaffirm
their commitment with the knowledge improvement of television
fiction, with the formation of its researchers and professionals, with
the application and intervention of this knowledge in promoting TV
fiction that increasingly speaksin its narrative of our Ibero-Ameri-
can nations.

Genera and national coordinators of the Obitel Y earbook 2015
once again wish to express our appreciation to Globo Universidade
for its continued support over these years and its decisive involve-
ment in this publication and the realization of our annual seminar.
We aso reiterate our appreciation for the cooperation received
from the institutes Ibope Media (Argentina, Brazil, Chile, Colom-
bia, Equador, Peru and Uruguay), Nielsen-1bope-Mexico (Mexico),
Caem, GfK e Marktest (Portugal), Barlovento Comunicacién/Kan-
tar Media (Spain), Nielsen Media Research (United States), AGB
Nielsen Media Research (Venezuela).

Finally, our deepest gratitude for the support and cooperation
received from all universities and research centers of the countries
members of Obitel.






NOTE ON METHODOLOGY

The IBERO-AMERICAN OBSERVATORY OF TELEVI-
SION FICTION — OBITEL, since its foundation in 2005, works as
an intercontinental project for the Ibero-America space, including
Latin American and lberian countries, besides the United States
Hispanic population.

The observation that has been carried out by Obitel comprises
at least five dimensions of the television fiction as its vast object
of analysis. production, exhibition, distribution, consumption and
thematic content. The emerging phenomenon of “transmediation”
is included in these dimensions since the 2010 Y earbook, and
through transmediareception we intend to explain the new formsin
which the audiences relate and connect with television fiction now
watched and consumed on the internet or on mobile devices, such as
cell phones, |aptops, iPods, etc.

The methodological work for this 2015 Y earbook has been
mainly:

1. systematic monitoring of the fiction shows that were broad-
cast in the year of 2014 by the open channelsin the 12 Obitel coun-
tries.

2. generation of comparable quantitative data from these coun-
tries: rating and share, premiere shows, number of hours, titles and
chapters, audience profiles, and the central fiction themes, besides
the online activities of producers and users of TV fiction.

3. the analysis of the mgjor trends in narrative and the thematic
contents in every country as well as what every national research
team considers the highlights of the year, especially in terms of hits
or failures; changes in modes of production, in narrative aesthetics
or in thematic contents.

5. the analysis of transmedia reception and the interactions of
the audiences with fiction in every country, usually taking one or
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some of thetop ten showswhich, dueto itssingularity, has had great
repercussion on the internet or on social networks.

6. the publication of the results of the systematic monitoring in
yearbook format, with special attention to a particular topic, elected
as the theme of the year, which for this 2015 Yearbook is. gender
relationsin television fiction.

Our monitoring was carried out by anetwork of research teams
from 12 countries and different universities from the Ibero-Amer-
ican region: Argentina, Brazil, Chile, Colombia, Ecuador, Spain,
United States, Mexico, Peru, Portugal, Venezuela and Uruguay.

The main sources of audience data have been granted in the
different countries by: Ibope (Brazil), Time-Ibope (Chile), Ibope
(Colombia, Uruguay), Nielsen-lbope (Mexico), Ibope Time (Ec-
uador) Ibope Media Peru (Peru), Average Monitor Marktest Audi-
metria (Portugal), Kantar Media and Barlovento Comunicaciones
(Spain), Nielsen (United States), AGB Nielsen Media Research
(Venezuela).

The work is aso being done with the data generated by the
proper research teams from other sources, such as press releases,
websites information, audio and video materials, as well as those
derived from direct contacts with agencies and actors of the audio-
visual mediain each country.

The data statistical treatment was carried out according to
productive typologies (programs bars, time slots, duration of each
fiction product, chapters or episodes) and measuring typologies
(audience ratings, and share). It makes possible the creation of com-
parative tables on the offer conditions and the production profiles of
television fiction in each country, which include such categories as:
programs data, formats, producers, scriptwriters, creators and exhi-
bition strategies.

The general analysis of this Yearbook is divided into three
parts.

Thefirst is the chapter of comparative synthesis of fiction in
the Obitel countries. This comparison is made from a quantitative
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and qualitative point of view that makes it possible to observe the
development of fiction in each country, highlighting their main pro-
ductions, as well as the topic of the year.

The second part consistsin 12 chapters, one for each country,
with an internal structure where the Y earbook sections are usually
fixed, though some are more specific than others. The sections pres-
ent in each of the chapters are the following:

1. the country’s audiovisual context: this section presents
general information about the audiovisual sector regarding the pro-
duction of television fiction: the story, tendencies and more relevant
events.

2. the analysis of premiere fictions: it is presented through
quantitative tables that show specific data about national and Ibero-
American fiction shows that were released in each country. A com-
parative analysisis also carried out with the results of the previous
year or other year.

3. the transmedia reception: this section presents and exem-
plifieswhat channels offer to the audience fiction on the internet and
mainly the audiences' behaviors when watching, consuming and in-
teracting with their fictions through websites, blogs, forums, etc.

4. the highlights of the year: the most important productions
not only in terms of audience but also for their sociocultural impact
and for generating innovation in the television fiction production or
reception.

5. thetopic of theyear: which in thisissueis gender relations
in television fiction. The central objective of thistopicisto analyze
the main national fictions on aflexible shaft according the peculiari-
tiesand possibilities of each country in order to identify how gender
is represented and constructed in our fictional stories, on female,
male and the nomadic gender (gay, lesbian, transgender, bisexual,
and others).

The third part is an Appendix that brings the technical specifi-
cations of the ten most viewed fiction titlesin each country, with the
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basic necessary information about, such as production, direction,
casting and scriptwriter.



FIRST PART

FicTioN IN THE IBERO-AMERICAN SPACE IN 2014






COMPARATIVE SYNTHESIS
OF OBITEL COUNTRIESIN 2014

Maria lmmacolata Vassallo de Lopes
Guillermo Orozco Gémez

This first part of the Obitel Y earbook presents a comparative
synthesis of the main outputs of year 2014 monitoring on the pro-
duction, circulation and reception of the premiere fiction television
programs broadcasted in Ibero-American countries.

The monitoring task covers programs of 77 open television
channels, 54 private channels and 23 public channels with national
reach in the 12 countries integrating Obitel geocultural environ-
ment. On 2014, another public channel emerged in Venezuela, a
country showing a steady increase of public channels since 2012.

Table 1. Obitel countries and channels analyzed in 2014

Ob|te_l Private channels Public channels To@ of
Countries stations
) América2, Cand 9, L
Argentina Telefe, El Trece Television Publica 5
) Globo, Record, SBT, .
Brazil Band, Rede TV! TV Brasil 6
Chile UCV, Canal 13, Telecanal, LaRed, TVN 7
Chilevision, Mega
. Sefial Colombia,
Colombia RCN, Caracol, Cana Uno Canal Institucional 5
Teleamazonas, RTS, Ecuavisa, Cana ECTV, GamaTV,
Ecuador L 7
Uno TC Television
Spain Antena3, Cuatro, Tele5, LaSexta Lal, La2 6t

1 Spain has 24 autonomic channels not analyzed in this comparative chapter only in-
cluding national reach stations of each country. The most significant aspects of these
regional or local channels can be found in the chapter devoted to Spain in this'Y earbook.
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United Azteca America, Estrella TV,
MundoFox, Telemundo, UniMas, 7
States L _—
Univision, V-me
Mexico | Televisa TV Azteca CadenaTres | ONCe TV, Conaculta | g
Latina, América Television, Panameri-
Peru cana Television, ATV, Global TV TV Peru 6
Portugal SIC, TVI RTP1, RTP2 4
Television Nacional
Uruguay Montecarlo TV, Saeta, Teledoce de Uruguay (TNU) 4
Candl 1, Globovision, LaTele, Meri- | ANTV, TVes CA.
] TeleSur, VTV, Vive
Venezuela diano, Televen, TV, Colombeia, 15
TV Familia, Vale TV, Venevision AvilaTV
Total 54 23 e

Source: Obitel

In the universe of 77 open TV channelsexisting in Obitel coun-
tries, there is alarge predominance of private channels (70%) over
the public one (30%). That ratio has been maintained over the years
of our monitoring.

Portugal stands out as the only country with an equal amount
of private and public channels. On the other hand, in the United
States there is no public channel transmitting in Spanish language.
The smallest difference between the number of private and public
channelsis found in Colombia, Ecuador, Mexico and Venezuela,
while the biggest difference appearsin Chile, Brazil, Peru and Ar-
gentina.

1. Audiovisual context in Obitel countries

Panorama of the audiences

For many years, we in Obitel have reported that the growth
and appropriation of the internet among people from the 12 coun-
tries making up this project has not meant a total abandonment of
the TV screens; quite the contrary, what we have been observing
is a series of transmedia processes that underscore this stage of
technological migration that many |bero-American audiences ex-
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perience in their relationship with “old and new” media, with new
and old screens.

What we did observe in 2014 is the fact that this migration,
in general, is making a strong impact on the rating and share mea-
surements, since most countries register a decreasein their audience
levels because young people in particular are abandoning the tra-
ditional way of watching TV, which does not mean that they have
stopped watching TV programs; they are watching them, but on oth-
er types of devices or platforms such as Video on Demand (VoD),
for example, Netflix or Claro Video. This is not just happening in
the Obitel countries, but rather it is aworldwide phenomenon.

Generalized drop in rating has a so meant the breaking point for
some TV industries; for example, Chilelived one of the worst crises
of its history this year.

The only upturn in audience measurement reported in most Obi-
tel countries concernsall those related with the broadcast of the 2014
FIFA World Cup Brazil. Sports broadcast were the most successful.
Broadcasting the matches meant that, at least in the host country—
Brazil—, fiction had to yield screen time to the soccer passion.

Another breaking point in the Ibero-American audience pan-
orama had to do with the passing of new laws in the telecommu-
nications and broadcasting sector or with the coming into force of
previous reforms. That was the case of countries such as Ecuador,
Spain, Mexico and Uruguay.

The General Regulations of the Organic Law of Communica-
tion cameinto effect in Ecuador, which modified the country’ s me-
dia ecosystem to the point that it brought about the shutdown of
newspapers and fiction programs that were regarded as inappropri-
ate. Such was the case of the popular sitcom Una Paregja Feliz.

With a very different perspective, the Law on Audiovisua
Communication Services came into force in Uruguay, demanding
that every TV channel premiere two hours of domestic TV fiction
and films a week. Nevertheless, this country did not produce any
fictionin 2014.
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After a long wait, the Reform in Telecommunications and
Broadcasting came into effect in Mexico; however, its benefits in
terms of competition and greater TV offerswill have to wait another
two years until a new national TV network begins transmissions
under the leadership of Imagen, the broadcasting group.

Spain presented very similar conditions, since the reorgani-
zation of the Spanish radio space did not entail the dissolution of
the TV duopoly that has reigned supreme in this country; quite the
contrary, it has solidified its position since the regulation started in
2014.

Advertising investment

Unlikewhat happened in 2013, thisyear advertising investment
grew in most Obitel countries. A new part of this success is due to
the broadcast of the 2014 FIFA World Cup Brazil, but it is also due
to the new multi-screen advertising strategies that are broadening
the commercial scenery of most Ibero-American TV networks.

Argentinareported a7.4% increase, and it isthe country whose
open television concentrated 31.9% of the total. Something very
similar to what Brazil reflected; by experiencing a 7.6% increase, it
was the national open television with the most profits.

In the United States, Hispanic television continued to report
a 14.7 % growth, a very significant figure if it is born in mind that
Latin audiences represent an estimated annual profit of 2.5 billion
dollars.

Countries such as Ecuador, Colombia, Venezuela, Peru and
Uruguay also reported an increase in advertising investment, with
TV and fiction in particular as the space and format generating the
most profit.

Mexico presented a sui generis advertising context since the
main TV network, Televisa, is betting on the re-composition of its
commercial strategies in view of the future integration of its con-
tentsin amulti-platform framework. Thiscompany’ s profitsin 2014
amounted to 5.341 billion dollars.
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The Iberian countries Spain and Portugal also experienced an
upturnin TV advertising. In the case of Spain, advertising increased
5%, while the Portuguese media surpassed their advertising profits
in 6.4%.

Chile was one of the countries that reflected a decrease in ad-
vertising, since investment fell 5.5% due to the country’ s economic
deceleration.

Merchandising and social merchandising

Technological migration is not only a characteristic of the Ibe-
ro-American audiences but also a new panorama for the advertis-
ing industry surrounding fiction production. The traditional product
placement strategy (still dominating merchandising) is more and
more often accompanied by a transmedia advertising strategy that
includes not only the use of socia networks but aso the generation
of applications and platforms that allow them to expand both the
fictional experience and the consumption world that is created from
them.

Countries such as Brazil, Mexico, Colombia and Spain, with
their own typical characteristics, have witnessed the evolution of the
way in which advertising becomes involved inside and outside the
narrative plots of their series and telenovelas. Brazil, for instance,
isthe pioneer when it comesto creating advertising insertions invit-
ing the audience to visit the multi-screen universe of the fictions
produced by Globo.

In the case of Mexico and Colombia, the strategy is not so
interactive with the audiences, but it does propose new advertising
schemes that include not just multi-screen merchandising but also
expanding the fictions by means of music concerts or the staging of
theater plays.

Spain bets on the generation of transmedia resources aimed
at promoting fictions on the internet, which is mainly done with
telenovelas inspired by literary works. These works usualy offer
prequels and sequels that can be used to expand TV fictions as well
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as their audiences’ experiences, for example, the series Los Miste-
riosde Laura has an online gamethat allowsthe users to becomethe
main character of this story.

In the rest of the Obitel countries, what prevails in mer-
chandising is the insertion of advertising targeting women (with
cosmetics, cleaning products, etc.). The only country where it is
forbidden to insert advertising in afiction is Venezuela, because
since the year 2014 this stipulation came into force as established
by the Law of Social Responsibility in Radio, Television and Elec-
tronic Media

In respect of social merchandising, there were severa different
stands in the 12 Obitel countries. In Mexico, for example, “fiction
alacarte’ remained in effect, which has been in use since 2011 so
that federal and local governments can include (within telenovelas
or series) advertising of their government actions.

In the same poalitical tenor, in the United States and Uruguay
some of their fictions were used to advertise voting; in the case of
the South American country, this advertising was used for the presi-
dential elections; in the United States, in turn, Latin TV telenovelas
were used both to promote voting among the Hispanic community
and to support President Obama's bill to “alleviate” the migratory
situation of the millions of illegal citizensliving in this country.

One of the social inclusions attracting the most attention is
that related with sexual diversity, for countries such as Brazil and
Portugal experienced an unprecedented opening-up to the so-called
“gay” issues. In Brazil, Amor a Vida showed the first kiss between
two men in a Brazilian telenovela and it made a lot of progress in
terms of fiction narrative to reflect the love between two men out-
side the stereotypes or clichés with which gays had been portrayed
in the past in Brazilian telenovel as.

Portugal, without showing those levels of openness, bet on
discussing narratively the rights of same-sex couples not only to
marriage but also to adopting children, and thus it was presented in
the telenovela Sol de Inverno. In addition, the inclusion of thistopic
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in this telenovela earned it the Arco-iris Prize awarded by the Por-
tuguese Association of Leshian, Gay, Homosexual and Transgender
Inclusion. Another Portuguese fiction that also dealt with sexual di-
versity was Os Nossos Dias, which initially intended to show the
first kiss between people of the same sex on Portuguese television;
however, it was partially censored.

Other social issues that were dealt with in Ibero-American fic-
tions are related with children’ s rights, specifically everything con-
nected with eradicating bullying. Thishappened in countries such as
Brazil, Colombia, the United States, Peru and Venezuela.

Communication policies

The year 2014 was crucia for the telecommunications and
broadcasting policies in the Ibero-American countries making up
Obitel. Firstly, because many of them began to feel the advantages
and disadvantages of the acts and regulations that had been passed
in the sector. Secondly, because the processes for the digitalization
of the radio spectrum, aiming at the “analog blackout”, have meant
aprofound transformation of the media ecosystems.

Argentina lived the allotment of the broadcasting frequencies
in accordance to what is established by the Law on Audiovisual
Communication Services, which meant one more stage for the me-
dia and legal battle being waged by the Argentinean government
and Clarin Group, the largest media conglomerate in that country.
Nevertheless, this has not been an impediment for the program
Argentina Digital whose objectives are to authorize the telephone
companies to operate audiovisual licenses, the network’s neutrality
and the obligation of the licensees to share their networks.

In this sense, Brazil presented the Civil Mark of the Internet
establishing the rights and obligations of the internet users. This le-
gal framework is one of the most important in the world because it
recognizes not only the net’s neutrality but also that it must be at
the service of freedom of expression and the respect of the users
privacy and personal information.
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The United States also made progress in this field because
the Federal Telecommunications Commission finally adopted “the
net’s neutrality” and declared the internet as a basic public utility,
placing it at the same level asthe water or electricity services.

In 2014, Chile began the implementation of digital terrestrial
television thus paving the way for the “analog blackout”; however,
the process had to be stopped because not al the people (especialy
the most remote communities) own the TV sets. The same thing
happened in Peru, a country that postponed its “analog blackout”
in 2014, which might occur by 2024, although this has not been
confirmed yet. The blackout did not occur because there is an insuf-
ficient penetration of digital TV sets. Today the Andean country has
26 digital channels, athird of which are exclusively religious.

On the other hand, Spain did make progressin the restructuring
of the radio spectrum with the aim of freeing up the spectrum and
making room for 4G technology. At the same time, the Spanish gov-
ernment announced the tender of five land digital TV channels (four
in HD and onein standard format). The same process of spectrum re-
distribution was implemented in Portugal where the government has
the undertaking of creating more high definition (HD) TV channels
and radio stations. In addition to this, it is worth noticing that a spe-
cial tariff has been created so that TV operators help finance the cin-
ema. Each subscriber currently supports the cinemawith 1.75 euros.

In order to avoid these conflicts, the Plan Vive Colombia was
implemented in Colombia in 2014, by means of which they seek to
broaden internet access and the creation of on-line contents to con-
solidate a process of media literacy campaign.

Countries such asMexico and Uruguay lived similar processes
in terms of the discussion and adjustments of their new regulatory
frameworks. In Mexico, the Telecommunication and Broadcast-
ing Act came into force and it intends to put an end to the media
monopolies in order to generate greater competition in the sector.
One of the first actions that the Federal Institute of Telecommuni-
cations implemented in the framework of this act was to appoint



Comparative synthesis of Obitel in 2014 | 33

Televisa and América Mdvil as preponderant economic agents;
however, these large companies have found legal loopholes conve-
nient enough not only to continue dominating their sector but also
to expand to other markets.

Uruguay, amidst presidential elections, witnessed the passing
of the Law on Audiovisual Communication Services, which seeks
to give priority to local production; nevertheless, there is a strong
polarization becauseits strict control policy and censorship are criti-
cized.

Ecuador and Venezuela lived the same scenario of exces-
sive regulation, for both countries suffered a complicated media
atmosphere due to the strict legislations that tend to control al the
contents that may be considered deleterious to the people or the
government. In Ecuador, the General Regulations of the Organic
Law of Communication concentrate on keeping an eye on the media
contents and on imposing sanctions to what is considered a breach,
which in many senses is considered anti-constitutional because it
goes against freedom of expression, which that act itself establishes
as one of its fundamental mainstays. For example, the messagesis-
sued by the president “do not constitute a communicational con-
tent”; therefore, the right to reply cannot be exercised.

In the same sense, Venezuela's Law of Social Responsibility
in Radio, Television and Electronic Media resulted controversial
not only because of the restrictions concerning sexual and violent
contents and the prohibition of cigarette, alcohol andillegal drug ad-
vertising, but also due to their sanctions to contents that may cause
anxiety, alter public order or disobey the legitimately established
authorities. Journalistic coverage of marches against the Venezu-
elan government due to economic problems was deemed inappro-
priate content for the people because it was determined that they
were promoting social disorder. This meant a heavy blow to the
non-governmental or independent media, which had to refrain from
covering the multitudinous marches to prevent their concessions
from being withdrawn.
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Public TV

Twenty-three out of the 77 TV channelsthat make up the Obitel
scope are public; however, not all of them have the same weight and
importance either in terms of program offer or in terms of consump-
tion among I bero-American audiences. In some cases, thisis due to
the preponderance of commercial TV over the public one and still in
other cases because the functions of public mediaare often confused
with those of the government media, such is the case of Ecuador
and Venezuela, and aso in Mexico, to alesser extent. This situation
does not happen in countries such as Spain and Portugal, which
have a media history that is more respectful of the public service of
the government media. Nevertheless, at present both Ibero-Ameri-
can systems present different financial and credibility crises.

Amidst this panorama, many of the public mediain the Obitel
countries do not have high viewer ratings, which impacts on the pro-
duction of fiction they generate. The recent modifications in laws
and regul ations in some countries have enabled the growth of public
media; such is the case of Argentina, where 33.3% of their radio
and TV signals are public.

This does not happen in Brazil; however, the only public chan-
nel, TV Brasil, continues showing very low viewer ratings, but they
have made a co-production with Spain and they have broadcast a
rare Angolan production, Windeck — Todos os Tons de Angola, with
the support of the federal government.

Chile lived a very serious crisis in its public media system,
because the state-run TV station TVN suffered an important loss
of human and financia capital when the Chilean media ecosystem
entered a crisis due to the country’ s economic recession.

Peru and Colombia lived the same scenario, where public
television does not manage to penetrate the audiences significantly,
which has caused reconsideration about the sense and raison d’etre
of state-owned stationsin both countries.

With avery different panorama, although with low penetration
levels, the US public television system (PBS) launched the Vme
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System in 2014. Thisisapublic TV system targeting the Hispanic
population living in this country and it is transmitted through digital
sub-channels of the US public system.

With along tradition in their viewers' media lives, the public
mediain Spain and Portugal faced one of the most important chal-
lenges in their history in 2014. In Spain, the financial problems of
the public media system, the government pressures and the resigna-
tion of managing directors generated an unprecedented crisis that
brought about the government’ sintervention to reduce RTVE’ s cap-
ital in over 387 million euros, aimed at compensating the deprecia-
tion of the properties and thus re-establish the patrimonial balance
of the public mediagroups. Portugal, following avery similar path,
also lived critical moments that brought about once again privatiz-
ing plans of the Portuguese public media sector (RTP). In order to
avoid this situation, the Independent General Board was created
(with avery similar scheme to that of London’s British Broadcast-
ing Corporation —BBC), which would bein charge of administering
the workings of public media; however, the Board's relationship
with the government was tense since the very beginning, generating
historical losses of around 85 million euros.

Mexico also adopted a public media system similar to that of
the BBC; however, the Telecommunications and Broadcasting Act
did not support decidedly the creation and strengthening of public
and social media. The dream of aMexican BBC was simply pushed
into the background.

Uruguay, by virtue of the Law on Audiovisual Communica-
tion Services, created the Public National Radio Television System,
which will give an impulse to the production of national fiction and
cinemain al the private and public channels.

A very similar situation is being experienced by Ecuador
and Venezuela, because the government’s communication plan is
based on the creation of public systems in both countries; how-
ever, they work as government media that place the current gov-
ernment’ s image and actions above all and foremost, thus missing
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the chance of turning their people’s right to free communication
into reality.

Pay TV

If thereis something that can be said about pay TV in the Obitel
countries is that it shows a constant growth that has not decreased
since the year 2011. In 2014, the penetration of paid television (ei-
ther by cable or satellite) surpassed 50% of the households in all
the countries. There are even countries such as Argentina, Peru,
Colombia and the United States where penetration is greater than
70%.

In the rest of the countries, like Chile, Mexico, Spain, Portu-
gal, Uruguay and Venezuela, the percentage of households with
paid television is around 50% and 60%. Brazil and Ecuador were
the only countries with a penetration below 30% in the total number
of households. Along with the growth of paid television in al the
countries, the importance that the Video on Demand systems are
gaining must be considered, since systems like Netflix, Vimeo and
Claro TV grew considerably in 2014.

Event contracts such as the 2014 FIFA World Cup Brazil
gained alot of importance aswell, whose broadcast generated profit
in most private channelsin the Obitel scope.

I nformation and communication technologies

Constance is the word that defines the most the growth of the
access to information and communication technologies in the 12
Obitel member countries, because, as it has been happening since
2011, the governments have implemented different plans to attain
the “noted” internet connectivity for al the people, which, along
with the technological-digital convergence, has propitiated the price
reduction of the so-called Triple Play package (cellular and landline
telephone services, digital television and internet).

These circumstances brought about increased competition in
countries like Mexico and Peru, which was favorable for the users
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to manage to be connected to the internet from mobile devices at a
lower cost.

Taking into consideration this possibility, Globo in Brazil has
begun to broadcast some of its programming in streaming through
Glaobo TV+ and Gshow. Both systems offer exclusive web contents,
such as webseries, video clips and fashion tutorials. Although with
marked differences of its own, Peru also took advantage of the
transmedia stage and increased the number of webseriesin 2014 by
producing four in just ayear.

Inthe United States, in view of their viewers' transmediaprac-
tices, Latin TV stations also created strategies to “hook” its young-
est viewerswith its programming. The most significant strategy was
Television Everywhere, which generated several contents that could
be accessed from different platforms and applications.

That is what happened in Spain and Portugal, two countries
where the penetration of the cellular telephone concentrated the bulk
of the technological strategies implemented by the TV networks,
because it was precisely through the mobile phones that the multi-
screen contents were promoted as well as the different transmedia
strategies promoted from fiction.

Colombia, through the Plan Vive Colombia, did not only seek
to decrease the digital gap but alsoimplemented digital literacy cam-
paign actions to make it possible for its viewers to be the producers
of their own contents. This meant an important change because the
viewers were regarded as users and not as mere consumers.

Without reflecting their determination to use either technolo-
gies or forms of interacting with the fiction viewers, countries such
as Argentina, Uruguay and Venezuela stood out in terms of inter-
net penetration. These countries reflected an increase of over 10%
in respect of the year 2013. Ecuador is the only Obitel member
country whose internet connectivity does not surpass 50% of the
population; only 37.4% of Ecuadorians have access to the internet.



38 | Obitel 2015

2. Comparison of television fiction in Ibero-American countries
in 2014

The comparative synthesis of television fiction among the 12
Obitel countries will be made based on the quantitative production
indicators established by the common methodological protocol, be-
ing the main ones. total of fiction hours in a year, total of titles,
formats, time slot, number of chapters and episodes, circulation data
(import, export) and co-productions. We will also perform, when
necessary, some analysis of the period 2012-2014 seeking to mea-
sure data temporarily and mainly to identify and analyze the most
important trends in |bero-American television fiction.

Table 2. Hours of national and
Ibero-American fiction during 2014

2012 2013 2014
ngﬁél?:];er National | Ibero |National | Ibero |National| Ibero | TOTAL
10,875 |18,915| 11,584 |22,335| 10,180 | 20,750
TOTAL 29,790 33,919 30,930 94,639
Source: Obitel

The global offer of fiction hours during 2014 shows a decrease
of approximately 3,000 hours in relation to 2013, which means a
drop of 8.8%. Nevertheless, this total is still higher than that ob-
served in 2012. If we consider only the total hours at national level,
year 2014 featured the lowest supply during the period 2012-2014.
Although there is a reduction in 2014 of the total number of hours
of Ibero-American fiction, there is a steady growth in percentage of
the number of Ibero-American hours as compared to the national
ones during this period, namely: 62% in 2012, 65% in 2013 and
67% of total hoursin 2014. The latter year experienced a significant
increase of Ibero- American titles in countries such as Brazil, Ar-
gentina, Peru and Uruguay.
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Table 3. Offer of national and Ibero-American fiction hours by
country during the period 2012-2014.

Table 3.1. Offer of national fiction hours — 2012-2014

1500

1000

o

MEX URU

[Nat.2014 1146 1346 | 769 | 1132 | 415 | 828 | 1142 | 1399  a13 | 1275 | O | 315 | 10180

Nat.2013 | 1054 1338 | 919 1303 | 530 | B11 | 909 | 2333 1042 1104 | 12 | 221 | 11582

Nat2012 | 965 | 1503 | 631 | 1252 | 234 | 898 | 836 | 2020 | 552 | 1164 | 36 | 783 | 10874

Nat.2012-2014| 3165 | 4187 | 2319 | 3693 | 1179 | 2537 | 2887 | 5752 | 2007 3543 | 48 | 1319 | 32636
Source: Obitel

The data show that, in 2014, Argentina, Brazil, Spain, the
United States, Portugal and Venezuela increased their produc-
tion of hoursof national fiction while Chile, Colombia, Ecuador,
Mexico, Peru and Uruguay had a decrease. Among these countries,
it is worth to note the sharp decline in the domestic production of
Mexico: more than 900 hoursin relation to 2013 and more than 600
hoursin relation to 2012. Another country that showed a sharp drop
in national production hours was Peru, decreasing more than 600
hours as compared to 2013.

In 2014, Mexico, Brazil, Portugal, Colombia and Argentina,
in that order, were the top five countriesin the production of nation-
al fiction hours. Once again, Brazil and Mexico, despite the drop
suffered by the latter, continued to be thelargest producers of fiction
in the Ibero-American region. In contrast, Peru and Ecuador had
the lowest offer of national fiction hours, while Uruguay did not
produce hours of national fiction during 2014.

Despite the ups and downs, this has been the same trend ob-
served during the period 2012-2014. The Obitel considers that na-
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tional production measured in hours is the best quantitative indica-
tor of production capacity in television in a country. Therefore, we
see that Mexico and Brazil are in the range of countries featuring
great productive capacity; Colombia, Portugal and Argentina,
in the range of middle productive capacity countries; the United
States, Spain, Chile and Peru are the countries with lower middle
productive capacity; and Venezuela and Ecuador present |ower
productive capacity. Uruguay is far behind the last group of coun-
tries, being essentially seen as a net consumer of |bero-American
television fiction.

Table 3.2. Offer of Ibero-American fiction hours — 2012-2014

Source: Obitel

In relation to the hours of imported fiction during 2014
among the 12 Obitel countries, Venezuela, Peru, Colombia, Spain
and Portugal, in descending order, showed a drop, while in the
rest of countries there was an increase of hours of imported fiction.
We would like to draw attention to the fact that Brazil has aimost
multiplied by seven the number of hours of Ibero-American fiction,
although it remains as a very small figure when compared to other
Obitel countries. Brazil isonly surpassed by Spain in this area.

Comparing the total hours of domestic and imported fiction by
country, only four out of the 12 Obitel countries—Brazil, Colom-
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bia, Spain and Portugal—had more hours of national production
than of Ibero-American production; therefore, they produced more
hours than imported, and so, in 2014, there was a predominance of
national fiction over Ibero-American. On the other hand, the other
eight countries, Mexico included, imported more hours of fiction
than they produced.

Table 4. Offer of national and
Ibero-American fiction titles by country: 2012 — 2014

4.1. Offer of national fiction titles

a5
40
35
30
5
20
15
10
5
O ars T era coL | Eu | sea MEX | PER | POR VEN | ToT.
|Mat.2014 28 | 39 13 | 1w n 17 14 15 17 o 9 224
|Nat2om3| 32 | 35 9 | v | 0 | 14 [ a4 | 15[ 2 | 1] 4[]
| Wat.2012] 34 FHENES e = 13 7 3 13 | 23
| Total %4 | 109 | 76 | so | 3s 9 7 | 5 | e 4 % | s
Source: Obitel
4.2. Offer of Ibero-American fiction titles
50
50
a0 1
30
20 B
10
O anG T BRA | ow | col | Ecu | sPA | USA | MEX | PER | POR | URU | VEN | TOT.
hero2014| 20 | 5 | 45 11 | 52 | 1 | 32 | 22 | 4 | 9 | 3 | 26 | 306
thero2013| 12 | 2 % | 9 55 2 31| 17 | % | 12| 34| 5|
|Mero2012) 12 | 0 | 45 | 13 | 45 | 4 | M | 17 | 2 | 11 | M | 45 | 297
Total W 7 |8 93 | 2| 7 | 97| 1w | 32 | us | 1n | e

Source: Obitel
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Comparing the triennium, we note that Brazil, Chile, United
States and Peru have increased the production of national titles,
and that Portugal, Uruguay and Venezuela have decreased, while
Argentina, Colombia, Ecuador, Spain and Mexico had variations
during the period. Argentina and Portugal, although reducing the
number of national titles as compared to the previousyear, increased
their hours of national fiction production in 2014, which means that
in these two countries the fictional content is of long term. Mexico
has already showed a dramatic decrease in the number of national
productions, with 20 national titles fewer than in 2013, while there
was an increase of imported titles and reprises of old telenovelas
and miniseries.

As for the imported titles during the period 2012-2014, we
note that Argentina, Brazil, Ecuador, Mexico, Peru and Venezu-
ela showed growth in the number of titles while Spain decreased.
Chile, Colombia, the United States, Portugal and Uruguay had
variation in the number of Ibero-American titles. In Chile, there
was a decrease in the number of titles imported from Latin Ameri-
can countries in relation to the previous year; therefore, the grow-
ing presence of Turkish telenovelas makes sense, a country outside
Obitel geo-cultural space.

Table 5. National fiction formats and number of titles

Table 5.1. National fiction formats and number of titles in 2014
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In 2014, the telenovela was again the main fictional format in
the countries monitored by the Obitel. A total of 88 telenovelaswere
produced. The country producing the greatest amount of telenovelas
was Chile (17); Argentina and the United States (14 each) ranked
second; and Brazil, third (13). It isworth noting that Mexico, tradi-
tionally one of the largest producers of telenovelas, presented only
12 titles as compared to the 20 produced in 2013, which means a
drop of 40% in its production of telenovelas. Likewise, Colombia
and Peru also showed a decrease in this format, and the latter did
not produce any telenovelas in 2014. On the other hand, it should
be noted the growth of telenovelas in Venezuela, which doubled
its production from only three in 2013 to six in 2014, and Ecua-
dor, which did not produce any in 2013 and produced one in 2014.
Brazil and Portugal showed stability in relation to 2013. In three
countries, Spain, Peru and Uruguay, there was no production of
telenovelas.

An example of what happened in 2013 is that the series ranked
second, with 77 titles in Obitel countries, 11 titles fewer than tele-
novelas. The leader in the production of series was Spain, with 20
titles, despite it produced two titles fewer than in 2013. Colombia,
whose production jumped from zero in 2013 to 13 titles in 2014,
occupied the second position. Brazil ranked third in the production
of serieswith 12 titles, an increase of threetitlesin relation to 2013.
Anyway, we call attention on the phenomenon of the strong growth
of series in the total of fiction productions in the Ibero-American
region. In some countries, such as Colombia, Ecuador and Peru,
the amount of series surpassed by far the number of telenovelas. On
the opposite side, we have the United States and Mexico produc-
ing two titles each, with new and sharp drop of the latter, which had
produced seven titlesin 2013.

Thethird placein formatswas occupied by the miniseries, with
atotal of 29 national titles in the 12 Obitel countries. The largest
producer of miniseries was Argentina, with eight titles, followed
by Peru, with seven, and Brazil and Spain in the third position, with



44 | Obitel 2015

five titles each. Chile maintained the number of two miniseries in
the year, and Portugal and Venezuela produced only one minise-
ries each.

Table 5.2. National fiction formats
and number of titles — 2012-2014
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Source: Obitel

When we analyze the period 2012-2014, Mexico continues to
be the largest producer of telenovelas, followed closely by Brazil
and Chile. Although telenovela is still the predominant format, the
total number of series was only 10% lower than that of telenovelas;
besides, it was the only format that had at least one production in
each country of the Obitel. Spain is till the country investing most
in series, followed by Colombia and Argentina. The third most
produced format in the triennium was the miniseries and Argen-
tina, Peru, Spain and Brazil are among the most important produc-
ers.

If we add up in the triennium the two short formats which are
the series and miniseries, their production reaches the 340 titles and
exceeds by 79 titlesthetotal of 261 telenovelas. Only taking into ac-
count 2014 data, one can see that short formats are becoming more
popular in the Ibero-American region.
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In Colombia, Ecuador and Per u, the production of series sur-
passed by far that of telenovelas. Inthissense, it isalso worth noting
the emphasis placed by Brazil in the very title of its chapter in the
upward trend of short formats into the 2014 fiction programming.

The unitario format has been produced by nine out of the 12
Obitel countries, with Argentina and Brazil being the two largest
producers with 55% of thetotal production of thisformat. Telefilms
were present only in four countries: Brazil, Chile, Portugal and
Spain. And the docudrama hardly concentrated in two countries:
Chile, where it has been traditional, with three productions, and
Peru with only one.

Table 6. Offer of national and Ibero-American fiction chapters/
episodes during the period 2012-2014

Table 6.1 Offer of national fiction chapters
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Nat. 2014 1483 |1.995|1.368 1510 725 | 914 | 1110 1378 534 (1731 0 | 502 |13.250
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Source: Obitel

The three countries presenting the largest number of national
fiction chapters/episodes in 2014 were, in this order, Brazil, Portu-
gal and Colombia. Brazilian offer remained stable as compared to
2013, while Portugal and Colombia increased. Other countries that
also increased their supply of chapters/episodes were Argentina,
Spain, the United States and Venezuela.
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And of course, we must point out the significant decrease in
the Mexican supply of chapters/episodes, which steadily dropped
in 2014 as compared to the two previous years, resulting from the
sharp drop in the production of fiction that took place in this coun-
try. Peru was another country that showed a sharp decline in this
regard decreasing by 50%.

Table 6.2. Offer of Ibero-American fiction chapters

6.000

5.000
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Source: Obitel

The outlook of chapters/episodes shows that in 2014 there was
an increase in the exhibition of Ibero-American fiction in seven
countries monitored by Obitel, namely: Argentina, Brazil, Chile,
Ecuador, the United States, Mexico and Uruguay. In this scenar-
i0, the country showing the highest growth of chapters/episodeswas
Brazil, which, although presenting arelatively low number of chap-
terg/episodes, multiplied by nine this offer due to an increase in the
import of Ibero- American fiction. Argentina was another country
which practically doubled this offer, while Chile aso increased by
almost 30%. In the opposite direction, the countries reducing their
offer of Ibero-American chapters/episodes were, by this order, Ven-
ezuela, Spain, Peru and Portugal.

In short, there was a great increase in the distribution of |bero-
American fiction among the Obitel countries during 2014.
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In view of the increasing importance of co-productions in the
globalized world of television productions, we implemented in the
Obitel Methodological Protocol an exclusive table for co-produc-
tions.

The United States stand out as the country presenting the
greatest number of co-productions during 2014, with 15 titles, cor-
responding to the 65% of its nationa fiction production, which were
made in cooperation with other Obitel countries, especially Mexico
and Colombia. Peru and Venezuela followed the United States
with six and five co-productions, respectively. Making a histori-
cal retrospective, it can be observed that the United States never
reached such a big number of co-productions, taking into account
its three co-productions in 2012 and only one in 2013. Venezuela
had already been the leader in co-productions in 2013 (six), while
Peru stood out in 2012 (with seven co-productions). Both countries
keep active in co-productions in 2014, followed by Spain. Brazil,
Ecuador and Portugal hardly made one co-production each.

Table 8. Time period of national fiction in 2014
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In relation to the time period in which the plots develop, there
is agreat predominance of stories taking place in the present, with
83% of the fiction produced in 2014. The United States, Peru and
Argentina are the leading countries in present time fiction. On the
other side, we have Spain, followed at a great distance by Colom-
bia and Brazil, with 31% of the total of fiction set in past times
(historical and period pieces), consolidating its strong tradition in
this genre of fiction and highlighted in the yearbooks. In 2014, there
were 49 historical and period fictions, al of them bringing to pres-
ent facts of the past used as the narrative driving.

Table 9. Titles of national fiction by time slot in 2014
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Source: Obitel

The display of national TV fictions in 2014 concentrated in
primetime. Out of 224 titles, 143 were displayed in this slot, cor-
responding to more than 60% of the titles displayed in all of the
slots. In the second place, we have the night time, where Brazil
is the only country that has a significant number of productions,
54% of displays. In the third place, we have the afternoon time,
where Brazil and Chile stand out, with seven productions each. Fi-
nally, there is the mor ning time, which presents the fewest amount
of titles, only six, with the United States and Ecuador presenting
two fictions each.
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3. The top ten TV fictions in the year

Table 10. The ten most viewed titles in 2014:
origin, format, audience and share

Coun-
Pro- Pri- |tryof | Dis
Title Audi- Share For- | Chan- | duction vate or the play
ence mat nel com- | public| orig- | coun-
pany TV inal try
script
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Tapas &
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Season)
Mi Co- .
12 |razones | 231 | - || cana 2| Televisa | Private| spain | V&
vela co
Tuyo
Mi Amor Améri- Del
13 (A= | 531 | 32,60 | Series |caTele | SO | private| Peru | Peru
man (3rd . Produc-
visién :
Season) ciones
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Ar-
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101 dad 8.1 | 20.10 | Series A3 TV Private| Spain | Spain
Co- Co-
102 LaViuda 8.0 | 40.59 | Series | Caracol Caracpl, Private| lom- | lom-
Negra Televisa ; )
bia bia
AliasEl co- | Co-
103, . : 7.8 | 39.87 | Series | RCN RCN | Private| lom- | lom-
Méxicano : .
bia bia
Plural
104|Mulheres | 7.5 | 2520 | €| 1vi | Ente- | Private| PO | POt
vela : ga gal
tainment
Bem-
105|-~vindosa | 7.5 | 1510 | Series | RTP | SPTEE | gy | Portu- | Portu-
. visdo ga gal
Beirais
Co- Co-
106|La Suegra | 7.4 | 39.23 | T | caracol | C¥% | private| 1om- | om-
vela Sony ’ }
bia bia
107 | 1sabel 7.1 | 16.40 | Series | Lal D"i‘rg\c/’”a' Public | Spain | Spain
Ganga,
TVE,
108V | 65 | 1540 | T | L1 | TvC, |Public | Span | Spain
Ferrer film .
Visiona-
TV
109| sal 59 | 1870 | Seies | Sic | sic | Private| POt | Portu-
ga | gd
! Plural
110|P0I9a 55 | 2000 | ¥ | Tvi | Enter- | Privae| POTY-| Portu-
por Ti vela - ga gal
tainment
CMO
Produc-
. | ciones Co-
171 |LBRONGA | g | o gy | TEENO- | Venevi-| T T o el tom- | VENe
de Oro vela sién : zuela
Caracol bia
Televi-
sion
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g Mentir g | 2712 | TEENO- | Venevi-| 1y isa | Private | MEXI- | Vene-
para Vivir vela sion co | zuela
Vista
Produc- Co-
113|A™ 44 | 2060 | TEINO- |VeNeVI-| CIONGS | o e o, | VN
Sncero vela sién | for RCN, } zuela
) bia
Televi-
sion
Loquela . )
114|vidame | 42 | 2096 | T8N0 |Venevi-| 1y qisa | Private | M&XI- | Vene
. vela sién co | zuela
rob6
Mi Co- . )
115|razén es 42 | 1991 Teleno- Venevi-| +y evisa | Private| M- | Vene:
vela sién co | zuela
Tuyo
Corazon Teleno- | Venevi- | Venevi- . Vene- | Vene-
116 Esmeralda 42 | 2114 vela sién sion Private zuela | zuela
pg7|Maridoen | 5o | g0 [ THE0 1 oen| T I pivae| usa | VENe
Alquiler vela mundo zuela
De Todas . A
118|Maneras | 3.9 | 147 | TEeN0-|Venevi-| Venevi- | o o | Vene: | Vene
vela sién sion zuela | zuela
Rosa
Rafael . | Caracol Co-
119|Orozco, e | 3.7 | 18.67 Teleno- \Venevi-| - oi- | private| lom- | Y&
s vela sién .. : zuela
Idolo sion bia
\oltea . .
120|pa’quete | 3.6 | 2422 | TEENO- | Venevi-| Venevi- | | Vene- | Vene-
vela sion sién zuela | zuela
Enamores

Source: Obitel including data provided by survey institutes from each of the 12 chapters

Table 10 brings together the 120 titles corresponding to the
sum of theten most viewed titles in each of the 12 Obitel countries,
ordered by rating. Among the ten most viewed titles, there are eight
telenovelas and two miniseries. Six out of those ten titles come
from Brazil, three from Peru and one from Chile. Thefirst three po-
sitions are occupied by Globo's telenovelas: Amor a Vida, Império
and Em Familia. This broadcast also features three moretitlesin the
top ten: two miniseries, Amores roubados (fourth position) and O
tempo e o vento (seventh position), and the telenovela Alto Astral
(tenth place). The telenovela Al Fondo Hay Sitio (seventh season),
from América Television (Peru), occupies the fifth position. The
sixth place went to the telenovela Pituca sin Lucas, from Productora
Mega (Chile), and two more telenovelas from América Television,
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Corazon Indomable and La Gata, occupy the eighth and ninth posi-
tions, respectively.

It isworth noting that only the first fiction displayed surpassed
the 40 points of rating, keeping practically the same slot along the
three-year period.

Nationa productions prevailed within the 120 most viewed
titles, and there were only four exports: first, Avenida Brasil (Glo-
bo), exported to five Obitel countries, while Corazon Indomable,
La Gata and Mi Corazon es Tuyo (Televisa, Mexico) were exported
to a single country. Two adaptations of original script from anoth-
er country must be reported, both of them made by Televisa: Mi
Corazon es Tuyo (original from Spain) and Hasta el Fin del Mundo
te Amaré (original from Argentina).

Table 11. Formats and time slots of the
ten most viewed titles during 2014

Formats Timesdlots

Country | 1€ | g0 | Mi- |y Uni- | Docu- Morn-| A | prime|
nove- | .~ |nise- . Others| . ter- | .. Night

las ries fies film |tario|drama ing noon time
Argentina| 6 1 0 0 0 0 3 0 2 8 0
Brazil 6 2 2 0 0 0 0 0 0 6 4
Chile 7 2 1 0 0 0 0 0 1 9 0
Colombia| 1 9 0 0 0 0 0 0 0 10 0
Ecuador | 7 3 0 0 0 0 0 0 0 10 0
Spain 0 6 2 1 0 0 1 0 1 9 0
USA 10 | 0| O 0 0 0 0 0 0 10 0
Mexico 10 | 0| O 0 0 0 0 0 4 6 0
Peru 4 3 2 0 0 0 1 0 0 10 0
Portugal 8 2 0 0 0 0 0 0 0 10 0
Uruguay | 9 1 0 0 0 0 0 0 1 5 4
Venezuela| 10 0 0 0 0 0 0 0 2 8 0
TOTAL | 77 | 32| 5 1 0 0 5 11 | 101 8

Source: Obitel with data from research institutes as detailed in each of the 12 chapters

Table 11 shows the ten most viewed fictions in each country
classified by display formats and time slots. Among the 120 most
viewed productions, 78 correspond to telenovelas, one more than in
2014 and the same number as in 2012, followed by the series, with
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atotal of 29 titles, eight more than in 2013 and fore more than in
2012. In relation to the miniseries, there were only six, six fewer
than in 2013 and four fewer than in 2012. In summary, during 2014
the series had a significant increase, the production of telenovelas
kept stable and the miniseries experienced a sharp decline.

The United States, Mexico and Venezuela were the countries
exhibiting the greatest figure of telenovel as, with ten each, followed
by Uruguay, with nine. These data are similar to those of previ-
ous years. Colombia was the country presenting more series (nine),
followed by Spain, with six. These leaderships have remained the
same since 2012. However, in previous years, Peru stood out in the
exhibition of miniseries, but this did not repeat in 2014.

With respect to time slot, the prime time concentrated again the
exhibition of fictions, representing 85% of the most viewed produc-
tions. This percentage was higher than in previous years (70% in
2013 and 82% in 2012).

Table 12. Countries producing and importing
the ten most viewed titles in 2014 in Obitel countries

Producer Number | Number of Sales . )
country of titles | occurrences| number Importing countries
1|  Meico 26 27 16 Colombia, USA, Peru,
Uruguay, Venezuela
2 Brazil 16 2 12 Arg_enti na, Ecuador, Me-
xico, Uruguay, Peru
3 Argentina 11 13 5 Portugal, Uruguay
4 Colombia 12 13 3 Venezuela
5 Spain 11 11 1 Argentina
6 Chile 10 10 0
7 Portugal 9 9 0 -
8 | United Sates 8 8 6 Ecuador, Peru, Venezuela
9 Peru 6 6 0 -
10 Ecuador 3 3 0
11| \enezuela 3 3 0
12 Uruguay 0 0 0
TOTAL 115* 125** 43

* Five were repeated.
** Fjve are co-productions.
Source: Obitel
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Figure 1. Distribution of the ten most viewed titles in each country
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Figure 1 illustrates the distribution of the most viewed fic-
tions among Obitel countries. Among the 120 most viewed fictions,
Mexico and Brazil are the biggest producers, each with 22 posi-
tionsin the general ranking, followed by Colombia and Argentina
productions, occupying 13 positions each. Some of these positions
are occupied by the samettitle, as it is the case of Avenida Brasil, a
Brazilian telenovela that was among the top ten in five countries.
It is the first time since the beginning of Obitel analysis that such a
feat isachieved by asingletelenovela. Mexico co-produced fivefic-
tions, and so it appears 27 times as a producer on the list of greatest
ratings. In relation to the number of titles, Mexico produced 26 out
of the 120 most viewed productions, while 16 are from Brazil and
12 are from Colombia, followed by Argentina and Spain, with 11
titles produced each.

The largest number of exports also correspond to Mexico,
which had 16 productions among the ten most viewed in five other
countries. The second largest exporter is Brazil, which appears 12
times as a producer of rating successes out of its territory. Argen-
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tina and Colombia exported five and three fictions respectively,
while Spain exported one. The largest importer was Uruguay,
where most viewed fictions are productions coming from Brazil,
Argentina and Mexico.

4. Transmedia reception in Obitel countries

The analysis of the media reception continues to be a funda-
mental aspect in the study of television fiction in Obitel countries,
taking into consideration that access to internet is progressively
becoming more popular in the Ibero-American context. According
to the data released by Ibope Medi&, internet penetration in Latin
America has increased globally in 2014 and should reach 60% by
2015. Among the most cited activities by Ibope, lies accessto social
networks, corroborating what the Ibero-American General Secre-
tariat (Segib) indicates: the most active markets in social networks
are in Ibero-America. Add to this the trend of simultaneous use of
devices and platforms at multi-tasking scheme (Livingstone, 2011),
an activity that in countries such as Brazil is accomplished by 55%
of the population.® Given this context, it is possible to affirm that the
use of the internet together with television boost the general con-
sumption of content produced by open channels.

Bringing such trends towards the consumption of television fic-
tion in transmedia convergence environment (Jenkins, 2009), the
analysis of mediareception proposed by Obitel Protocol 2015 isthat
the observation of the reception processes (interactions and prac-
tices of users) isdonejointly with the transmedia strategies adopted
by producers. In thisway, the proposal was that each country would
describe and interpret the transmedia offers of the Ibero-American
fiction and, specifically, at the reception, checking how the interac-

2“Internet naAmeéricalatina.” Available at: <http://www.mediabook.ibope.com/noticial/
internet-na-america-latina>, Accessed in: May 2015.

3“ Acesso ainternet impulsiona o consumo dos meios tradicionais de midia, aponta lbope
Media” Available at: <http://www.ibope.com.br/pt-br/noticias/paginas/acesso-a-inter-
net-impul siona-o-consumo-dos-mei os-tradi ci onai s-de-mi di a-aponta-ibope-media.aspx>
Accessed in: May 2015.
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tion and participation of the audience take place. In summary, it was
proposed to observe how the audiences interact in social networks
when making comments with other users and when producing con-
tent about the transmedia offers of producers.

The analysis of the transmedia reception began with the selec-
tion of the most representative title of the year in each of the 12
countries, whether in terms of overall impact on networks or of the
importance of the ten fictions with highest rating. Countries could
also perform reception analysis of two titles for the subsequent
comparison of data. Anyway, the main objective was the qualitative
analysis of one or more social networks, leaving at the discretion of
each country the definition of both the cor pus of observation and the
selection of aspects of public participation and the predominant top-
icsin the discussions according to the comments published. Below,
we present the summary of these choices.

Table 13. Titles and networks analyzed by Obitel countries

Country Title Format Ranking in Social network analyzed
thetop ten
Argentina Guapas Telenovela | 39 position Twitter
Brazil Mahacdo | Telenovela Twitter
Império Telenovela | 2 position Twitter
Chile Pitucasin Telenovela | 1% position Facebook
Lucas

Official website
Official VoD App

Colombia | LaRoncade Series | 1% position Movil ParlarTV

Oro Facebook fan’s profile and
official page
Twitter
Ecuador I?Alri:rrirlllbg Series | 8" position Facebook
Spain El Principe Series | 2™position Facebook
El Sefior de . o Facebook
USA los Cielos 2 Series 7" position Twitter
Hastael Fin
Mexico del Mundo te | Telenovela | 2™ position Facebook
Amaré
H CPC;I;_Jrége la Telenovela | 6™ position Facebook
Peru Al Fondo Hay Telenovela | 1% position Facebook fan’s profile

Sitio
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Jardins Proi- o Facebook
Portugal bidos Telenovela | 5" position Official website
Uruguay RaStrqS de Telenovela | 1% position Facebook fan’s profile
Mentiras

Official website

Venezuela Corazon W Facebook
Esmeralda Telenovela | 6™ position Twitter

Instagram

Source: Obitel

Figure 2. The most analyzed networks in Obitel countries

SiteOficial
wewry PEfilFAFacebook

~Facebook
Twitter

Source: Obitel

Following a trend aready strong since 2012, social networks
have been the major focus of concentration of transmedia actionsin
Obitel countries during the year 2014. Almost all countries focused
their analysis on Facebook* pages created by the producers of fic-
tional television content. The exceptions were Brazil and Argen-
tina, which assessed performances by fans on Twitter. It isinterest-
ing to note that Peru, Brazil, Argentina, Ecuador, Uruguay and
Mexico focused their comments on the actions of users on socia
networks, while Spain, United States, Portugal, Venezuela and
Chile have examined proposals for transmedia interactions within

41t is widely known that Facebook significance does not only limit to the social environ-
ment, it also has global economic impact generating USD 227 million and 4.5 million
jobs.

“The global economic impact of Facebook”. Available at: <http://www2.del oitte.com/
uk/en/pages/technol ogy-media-and-tel ecommuni cati ons/arti cl es/the-gl obal -economic-
impact-of -facebook.html> Accessed in: May 2015.
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the production frame and its resultsin the mobilization of audiences.
Colombia made a mixture of the above analysis, outlining similar
and different features between the transmedia content generated by
producers and users.

Among the criteria adopted, Peru, Argentina, Mexico, Co-
lombia and Spain took into account the number of likes on the
pages of the fictions on Facebook to define their objects of analysis.
Venezuela has accomplished the selection from the title that provid-
ed the largest amount of proposals for interactions in the context of
transmedia in the production area, considering mainly the activities
on socia networks. Following the same line, Portugal has chosen
the innovation contained in the analysis of afiction that hasinvested
in the concept of creative collaboration from the interaction with on-
line users, aswell as Uruguay, which chose asits object a Facebook
page created by afan. The United States highlighted the creation of
asecret chapter released exclusively through the internet, and Chile
has opted for a fiction initiative created within the plot of a tele-
novela. Finaly, Argentina and Spain used as selection criteria the
fictions in the top ten, and Brazil has merged a high rating fiction
with one of great impact on social networks. Therefore, the main se-
lection criteria of the transmedia object were: 1) repercussion on so-
cial networks, such as number of likes, shares and comments; 2) in-
novative proposals of production in transmediainteractions with the
audience; 3) ratings of fictions: presence in the top ten.

Even with the increase in internet access and use of social net-
worksin the Ibero-American region, some countries pointed to limi-
tations on the proposed transmedia actions. In Mexico, aswell asin
Venezuela, the strategies on multiple platforms are experimental
yet and do not excel by the action of the fans which are not in of-
ficial spaces proposed for production. In Colombia, it is observed
that the actions on the internet do not disseminate the television nar-
ratives and just replicate their content. Chile reports the irregularity
with which transmedia actions occur, being intermittent even with
the public willing to interact and complement their web TV con-
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sumption. When analyzing these cases, one can perceive that the
transmedia actions are not seen as a possibility for further strength-
ening ties with the audiences and are not considered even necessary
to mobilize these viewers. Rather, transmedia proposals are seen as
extra elements, even expendable, since they are considered to be of
lesser importance in front of what is presented on television.

On the other hand, Argentina registered a successful action of
creating the hashtag of atelenovela (#amigasguapas) around which
amost 1.5 million fans generated content and created interaction
spaces. Through the phenomenon of shipping, Brazil analyzed how
the tactics (Certeau, 2007) of the fans can interfere in the television
plot. Spain and Ecuador presented positive interactions between
the official production spaces on Facebook and online audiences
and have categorized the contents generated by users on the net-
work. Likewise, Uruguay noted how fans show their participation
in creating and managing Facebook pages with undeniable passion.
Portugal drew attention to the inquiry of viewers opinion, viathe
internet or by phone, in defining the direction of the narrative at
certain key moments of the story. The United States highlighted
the importance of transmedia strategies in the involvement of the
audience between two seasons of a series, launching an episode on
the internet that revealed previously fundamental information for
the future development of the plot.

Therefore, we can see that there was no consensusin relation to
transmedia proposals in Obitel countries. Each of them has its own
peculiarities and is engaged in a particular moment of the develop-
ment of their actions for production or for the involvement of fans.
Nevertheless, it is important to note that the period 2012-2014 was
characterized in our analysis by the central role that social networks
played in the processes of transmedia actions of television fictions.
The strengthening of relations between producers and audiences on
these platforms has been consolidating and maturing at different
levels, so that we can see more critical and autonomous audiences,
able to create and manage their own content about television fiction
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plots and express their agreement or disagreement in off-the-record
spaces.

9. Highlights of the year in Obitel countries

The implications of the new regulatory frameworks, the new
narratives and topics of the fictions on TV and on the web, as well
asthe transformations of the Ibero-American viewers' fiction recep-
tion and consumption habits were among the most outstanding ele-
mentsin 2014 for the Obitel countries. The following is an account.

The year 2014 was not that memorable for fiction production
in Argentina. The number of national fiction titles premiered de-
creased significantly in the Argentinean TV programming. Curi-
ously enough, what did increase was the fiction hours aired as the
result of areturn to alonger format (such as the telenovela) as op-
posed to the series or sitcoms. It is also noteworthy that the fall
of the Argentinean TV industry somehow facilitated the success of
foreign fictionsin this country; the most outstanding case is Avenida
Brasil, by Globo.

The most outstanding in the year in Brazil was the fact that for
the first time the production of short seriality (series and miniseries)
surpassed that of telenovela, something unheard of heretoforein this
country characterized by the production and export of telenovela.
One possible explanation for thisis that “short stories’ reflect bet-
ter the raison d’etre of the new oral culture growing in the relation
between the new generations and modern technology. At the same
time, this implies a serious bet by Globo on formats that are not
only shorter, but also more akin to the short seriality that are being
promoted by the current communicational context.

Meantime, Colombia maintained the presence of series on its
top ten, for only one title was atelenovela. This situation remained
unaltered because the co-productions that the main Colombian TV
station, Caracol Television, made with foreign networks continued
to prefer producing shorter formats, since these are the ones that
are better placed in the international market. Another element that
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stood out in Colombian fiction is the cultural proximity of its main
productions, because shows such as La Ronca de Oro and Niche
dealt with mythical performers of Colombian music. The series La
Seleccion 11 resulted in another success, which paid homage to the
90s Colombian soccer team. The series acquired further recognition
dueto the good performance of the current national team in the 2014
FIFA World Cup Brazil.

The fiction industry in Chile, in turn, resorted to importing to
giveitsindustry a new impulse, and it did so successfully by airing
fictions from Turkey. The broadcast of these new forms of narrat-
ing and portraying a fiction was very well received by the Chilean
viewers who witnessed the simultaneous airing of up to five Turk-
ish telenovelas. The importance of the “ Turkish invasion” was that
it also reported good profits for this country and for the company
Mega. Thus, now Chile has become the export platform for Turkish
fictions, since they are distributed with Chilean dubbing in 12 Latin
American countries.

Three facts stood out in Ecuador in 2014: 1) the passing of the
regulation for the Communication Act and what it entailed in terms
of content regulation and restriction, which even affected the airing
of the successful sitcom La Paregja Feliz, since it broke the law by
presenting contents considered discriminatory on the basis of gen-
der and sexual orientation; 2) it isalso noteworthy that, despite Ecu-
avisa s dominance in the top ten, the most watched telenovela was
Avenida Brasil, by Globo; and 3) finally, the Ecuadorian national
production experienced a considerable reduction, presenting only
ten titlesin 2014, when 17 had premiered in 2013.

Another country that was also benefited by the success of Ave-
nida Brasil was Mexico, since the second most important national
network, TV Azteca, bet it al on the broadcast of Brazilian tele-
novelas. This action alowed it to access once again the top ten,
where it had not been included since the year 2011. In 2014, Azteca
premiered six telenovelas, four of which were Globo productions.
Another of the most outstanding developments in Mexico was the
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corruption scandal involving the former telenovela actress, Angéli-
caRivera Thecurrent first lady of the nation gained notoriety when
she claimed that she had bought a house worth more than seven
million dollars with the salaries that she had received from Televisa
for her work as a star in several telenovelas. It seems her statement
intended to cover up current Mexican President Enrique Pefia Ni-
eto’s spoils system.

Theyear 2014 was aformidable onefor Spain, since each of its
32 fictions attained high ratings; in addition they managed to be suc-
cessful abroad. This boom was achieved with a mixture of new nar-
rative schemes (resorting comedy) and the permanence of ancient
formats that are still highly regarded by the Spanish viewers, case
in point, Cuéntame Como Paso (currently inits 16th season), Aguila
Roja and Isabel. The recipe behind this successis giving priority to
fiction quality over quantity.

The most relevant development in the United States was the
broadcast of the 2014 FIFA World Cup Brazil, which was enjoyed
not only by the Hispanic audience but also by the American view-
ers. The quarter final match between Mexico and Holland is to date
the broadcast with the most viewership for a Hispanic TV network,
when it registered 10.4 million viewers, while the final between
Argentina and Germany is to date the soccer world championship
final with the greatest viewership ever, when it reached 9.2 million
viewers. In the sphere of TV fiction, Telemundo registered historic
progress in terms of audience share, thanks to the success of series
such as El Sefior delos Cielos 2 and Sefiora Acero.

Instability reigned supreme in the fiction production in Peru
for the drive and growth of the Peruvian TV industry stopped un-
expectedly. It happened, on one hand, due to the fact that Peruvian
viewersforsook local fiction and, on the other, because young view-
erslike to watch other fictions dealing less with local customs.

Portugal, in turn, reflected important progress in its fiction
industry during 2014, since it has managed to distance itself from
the dominance of Brazilian telenovelas, which have prevailed in the
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taste of Portuguese viewers. This was achieved by presenting tele-
novelas, fictions with many episodes that were closer to the Portu-
guese peopl€e’ s customs and habits and, at the same time, by placing
on the TV screens dramas that dealt with controversial issues, such
astheright to universal marriage and to the adoption of children by
gay couples.

In Venezuela, the most outstanding this year was also the way
in which the new legislations impacted on both the production of
contents and the censorship of these same contents by the Venezu-
elan authorities, which, aiming to enforce the law, considered that
any content (either fiction or news) supporting the demonstrations
derived from the economic crisis would be deemed subversive. The
censorship context in the VVenezuelan public and private mediachar-
acterized the media rhythm in this country during 2014.

Finally, Uruguay, though it is not one of the most important
countries in terms of fiction production, since the 2009-2013 it
has reported a steady growth, which suddenly stopped because the
country’s major fiction producer, Saeta Canal, stopped producing
series and telenovel as. This situation was even contradictory in view
of anew legal framework establishing the demand that the channels
must include 60% of national production in their programming.

6. Theme of the year: gender relations in the television fiction

The concept of gender was initially associated with women's
studies. Today, we acknowledge that the concept and its definitions
have gained complexity, and that gender is asymbolic construct that
defines and relates subjects socially. We are also aware of the fact
that gender is both the product and the process of its making. The
notion of gender is mainly supported in practice, that is, in the ev-
eryday exercise of being gendered subjects. Hence, with thisidea as
foundation, the Obitel member countries decided to select as*theme
of the year” the gender relations that are being represented in the
Ibero-American TV fiction.
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The major objective of this analysis was to work with the na-
tiona fictions on a temporarily flexible axis—depending on each
country’s particularities and possibilities—to identify how our fic-
tion stories have represented: the feminine, the masculine and the no-
madic (homosexuality, lesbianism and different gender constructs:
gays, leshians, transsexuals, bisexuals and others). This allowed us
to analyze the characteristics of each of these representations, aswell
asto observe the presences and absences, the acknowledgements and
values by means of a comparative analysis of said representations
that are trandated by specidists as. a complex matrix of practices,
myths, images, beliefs and values that consolidate a culture that is
expressed in the peopl€ s actions, being translated into what the indi-
vidualsthink and feel and into the practicesthat are socially accepted
and transmitted (Villarroel, Brito and DeArmas, 2004).

Therefore, they were connected with the actions that social
groups possess collectively and their explanation derived from the
study of certain behaviors about some external referent, whether
tangible or intangible (Ramirez, 2007). In this case, the referents
were the presence of characters and the construction of plotsin se-
rialized fiction, from which gender behavior is oriented, shown and
guided.

In the methodological level, we analyzed how each leading
character portrays a set of vauesin TV fiction—social, political,
ethical and moral values—which define them as characters and
place them in the story’s structure. There were model elements
for the different characters in all of these narrations. Our heroine
was virginal, pure, sexy, modern, sensual, a prostitute, or a mother.
Likewise, male characters were portrayed proposing differentiated
masculine forms, ranging from the hegemonic model of patriarchal
masculinity to masculinities more open to subjective dimension and
variety, in short, closer to emotional openness. The characters with
nomadic genders have also been portrayed from the exaggeration
and the inversion of roles and behaviors to the acknowledgement of
new and different sensibilities and bodies.
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Many of these roles have been broken in some stories, especial-
ly in the contemporary telenovela, which revealsimportant changes
in the way in which the broad topic of gender is approached. How-
ever, there are characteristics that are maintained in genera in the
conservative model of Ibero-American fiction.

Exploring how the different genders have been portrayed in our
countries allowed us to have a complex vision of gendered subjects
and the mandates they incorporate. Moreover, it enabled approach-
ing the telenovela in its dimension as a social event; that is, as a
cultural product that establishes a dialog with our everyday life and
the multiple gender representations existing around it.

The findings of each of the 12 Obitel member countries in
terms of the gender dimension portrayed in their fiction are pre-
sented below.

Argentina: Argentinean fictions experienced significant trans-
formations in the last decade in which both the changes in the per-
ception of the ways in which society identifies and defines genders
and the forms of verisimilitude in the different discursive types have
a bearing; that is why on Argentinean TV at present the old hetero-
normative, binary representations (man-woman) coexist with more
open perspectives in terms of the different gender. However, few of
these representations fall on main characters because nomadic gen-
ders always appear in supporting characters, which still reveals aret-
icence to show them in privileged positions within the fictional plot.

The change that was noticed lies mainly on the origin of thefic-
tion production because the economic capital faces another type of
diversity, although always preserving the moral limits so that their
fiction continues to be profitable. In turn, state-run productions pre-
fer amore socio-educational reading in which inclusion is reflected
freely and without stereotypes.

Brazil: Initially anchored in a heteronormative, binary model
(man-woman), Brazilian telenovelas are the ones that have inno-
vated and evolved the most in terms of gender representation, since,
on one hand, they till retain the classical notions of melodrama
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through romantic love, but, on the other hand, they yield the way to
different social manifestations through the representation of a con-
verging love (Giddens, 1993), such as it happened in the telenovela
Amor a Vida, which presented the first kiss between two men in a
telenovela at prime time on Brazilian television, or as it occurred
with the telenovela Império, in which a range of characters were
introduced who were not anchored to the binary gender condition.

The current life style of the Brazilian society is depicted in
TV fiction, which represents the coexistence of several forms of
recombined families and ambivalent gender identities, which are
constructed through negotiations of love and intimacy.

Chile: Women within Chilean telenovelas and series are still
underrepresented, which isafaithful reflection of what is happening
in this country’s public and cultural life. In the Chilean chapter, itis
possible to observe a variety of ways of being a woman, which can
be systematized into two groups: 1) the community of gender, and
2) the inversion/experimentation with different gender roles. The
first group is made up of large casts' telenovelas, in which the dif-
ferent characters represent different types of conflicts related with
gender stereotypes; the second group accepts as possible solution
the inversion of gender stereotypes because men and women ex-
change roles; however, that does not change the heteronormative
values through which being a man or awoman is defined in fiction.

Colombia: Telenovelas as the distinctive product of Colom-
bian TV reflect in their narrative the gender crossroads that is being
debated among dogmatic radicalism, blatant abuse and the scarce
spaces for developing a free human condition, not just in terms of
gender. The tension, therefore, focuses on the binary patriarchal
paradigm (man-woman) and on multi-diversity. Side by side, we
find the ghost of violence that is especially cruel to women first and
then to sexual diversity. In conclusion, Colombian fictions currently
offer minimal possibilities of transformation for the gender vision.

Ecuador: The new legal conditions that keep an eye on and
punish media content in this country brought about an important
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change in fiction because special care was taken so that there were
no acts of discrimination on the basis of gender or sexua orienta-
tion in the telenovelas narratives. Nevertheless, this did not prevent
several successful sitcoms, such as Mi Recinto, Los Compadritos
and La Pareja Feliz, from being banned when they failed to comply
with the regulations. However, the same did not happen with other
fictions which, without falling in burlesque stereotypes, did repre-
sent gender in away in which the woman’ srole was subtly distorted
in the narrative construction. That is what happened in the series
Estas Secretarias, which was produced by the state-run channel TC
Television.

Spain: The directly proportiona relation among the degree
of prominence, the physical attractiveness and the socia class of
female characters in Spanish TV dramas confirms the generalized
tendency towards the construction of postfeminist prototypes that
turn sexuality into self-affirmation. However, because most Span-
ish fictions are anchored to the past, it was not possible to see more
uninhibited models of women since the identikit-like portrayal of
Spanish fiction heroines adopted the features of a beautiful, good,
young woman whose existence was articulated around romantic and
family relationships. The articulation problems between her per-
sonal and professional life did not occupy an important space in the
Spanish narratives.

The United States: The female leading character of the Mexi-
can telenovela Lo que la Vida me Robd, Monserrat Mendoza, was
taken as object of study. She is an attractive, open, free, but very
Catholic woman whose only aspiration in lifeisto marry her fiancé.
She represents faithfully the Marian model of a woman who will
wait until her wedding night to lose her virginity, even though she
may wear provocative outfits during the rest of the plot. Monserrat
did not go to school and did not intend to, because the plot implies
that it is not necessary when your goal isto attain “true love”. It was
noteworthy that this Marian representation had great acceptance
among the Hispanic audience, because if there is something that
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stands out in the US media palimpsest, it is the freedom of agency
every woman enjoys.

Mexico: Still anchored in the thematic narrative roots of the
Televisa model, Mexican telenovelas are still representing the val-
ues of the old-fashioned melodrama where the moral permeates the
representation of the masculine and the feminine to a large extent.
That way, by means of the personalization and individualization of
archetypes, it is possible to qualify all sorts of social issues without
affecting the basic principles of the format and the notions of what
isor should be “morally accepted”.

This causes the dichotomy between “goodies and baddies’ to
be the center of all gender representation, because “good women”
are those who are submissive, whereas “the bad ones’ are those
who threaten social morality in their attempt to fulfill their personal
needs, which they always manage to achieve by exercising their
sexuality. So the women depicted in Mexican telenovelas now may
appear to be more free, but that does not empower them before their
surroundings and their circumstances of life, as it could be seen in
fictions such as Las Bravo and Mi Corazon es Tuyo, where it was
even narratively tolerable for the female leading character to be a
pole dancer, because the love of the *good man™ would end up sav-
ing her from this terrible fate.

Peru: Marian representations stopped being predominant in
this country; that is, the image of a woman associated with virgina
values, profound love and respect for the family to yield the way to
a female model that depicts more independent women who center
their lives on work and personal development and live amore active
sexuality, one that is not necessarily associated with marriage and
maternity. The same thing happens with the masculine represen-
tation, in which the male providers (heads of the family) coexist
with those violent macho chauvinists who usually play the villain
roles. Therepresentation of sexual diversity inthe Peruvian fictional
world, however, is still rare because it is represented timidly and
always under the rules of the patriarchal, heteronormative system.
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Portugal: the representation of the submissive, devoted wom-
an is beginning to change in Portuguese telenovelas since now it is
possible to see the woman as someone who is freer and the owner
of her own fate. Fictions such as Sol de Inverno showed the story
of business women who face life without losing glamour, they are
no longer the weak women who tolerated everything; quite the con-
trary, they were strong women who looked at life from a broader
perspective without atrace of victimization. That iswhy telenovelas
such as Mulheres and Mar Salgado decided on narratives in which
the traditional family dynamics were criticized because they influ-
ence so much on the limited representation of what is and should be
the woman'srole.

Uruguay: It isnoteworthy that, in acountry with so few fiction
productions, two of its most successful productions, Las Novias de
Travolta and Porque te Quiero Asi, focused on the representation of
gender diversity as narrative pillars.

Las Novias de Travolta is the story of four women who, af-
ter becoming friends in their teens, question the embodiment of the
feminine and the mandates imposed on the women in respect of this
process, because the condition to be accepted as women isto main-
tain their youth and their bodies' attractiveness. In turn, Porque te
Quiero Asi presents the change that occurs when the patriarchal gen-
der conceptions are broken yielding the way to the concept of dou-
ble entanglement (M cRobbie, 2004), which refersto the coexistence
of neo-conservative values related with gender, sexuality and family
life with liberalization processes concerning choice and diversity of
domestic, sexual and kinship relationships.

Venezuela: What prevailed in the gender representations of
Venezuelan telenovelas was the traditional model, which estab-
lished sexual hierarchies and power distribution in which women
are never favored. This makes it possible for the model of “the me-
dia Cinderella’ to still persist in Venezuelan fictional narratives, in
which the poor girl fallsin love with arich man who does not only
make her happy but also promotes her socially. That is exactly what
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happened in the telenovela La Virgen de la Calle, faithfully repre-
senting this heteronormative model of depicting gender in fiction,
which is still a symbolic narrative constant in Venezuela.

Final remarks

Irrespective of the variations with which the issue of gender is
approached in the Obitel countries' fiction, overall we notice two
important elements. Firstly, a number of attempts, which are natu-
rally unequal, at “making progress’ in the naturalized inclusion of
different situations, interactions, characters and above all sexual
identities in the telenovelas and series. Some of these identities and
interactions are nothing but replicas of male and even macho-chau-
vinistic characters in empowered female characters, as opposed to
diminished male characters who accept certain conditions of sub-
mission, especially sexual submission.

The above isimportant as the beginning of a possible tendency
regarding gender identities in Ibero-American fiction, which in the
near future could show, in a natural manner, this gender diversity
existing in redl life, one that goes beyond the strictly masculine or
feminine, without judging or ridiculing the one that does not fall in
thistraditional categorization.

Secondly, since 2013 a phenomenon has been occurring and it
may be the definitive step towards the opening up of fiction to other
gender interactions and identities, which has continued up to 2014:
the love between two men, one of whom is the story’s central char-
acter. We are referring to the case of the Brazilian telenovela Amor
aVida (Rastros de Mentiras), premiered by Globo in 2013 and aired
by TV Aztecain Mexico in 2014.

The scenein which two men kiss each other for thefirst timein
a telenovela broadcast on open television lasts but one minute and
24 seconds. There was no need for exaggeration or false interaction
because it was a scene that was not only well presented but also
even natural. The two main characters, Felix and Nico, showed their
love and kissed each other without the need to resort narratively



Comparative synthesis of Obitel in 2014 | 77

and visually to the classical “insinuation” which typical telenovelas
use when they have to show (without showing it) the love between
the homosexual characters that have been artificialy incorporated
inthelir stories.

After its premierein Brazil in 2013, Rastros de Mentiras began
to air in Mexico through TV Azteca on September 22, 2014 and
it ended on May 8, 2015. The denouement of the final episode in-
cluded the uncensored kiss between the two homosexual characters
that ended up establishing a strong romantic relationship within the
telenovela. When the telenovela was premiered in Brazil in 2013, it
also represented the first gay kiss shown on Brazilian television in a
telenovela on open national television at prime time.

How are we supposed to assume this broadcast? Is that a sign
of opening up, or isit adaring act of TV fiction narrative towards
sexua diversity? Does it mean, perhaps, that from now on we can
overcome the censorship and the taboo of speaking about sexua
diversity in the Ibero-American telenovelas without resorting to la-
bels, clichés or discriminating stereotypes? The question hangs in
the air, but the kiss scene remains an image as a natural affective
interaction in alove relationship between two men.
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1. Argentina’s audiovisual context in 2014

1.1. Broadcast television in Argentina

As from year 1990, Argentina s broadcast television system
consists of five networks with national coverage. One of those
networks is part of the public media system, whereas the remain-
ing four are managed privately. The Digital Broadcast Television
(Television Digital Abiertaor TDA, in Spanish) has been operating
since 2010 and covers 85% of the country through 82 antennas with
16 nationwide-scope networks (six of them are state-owned and ten
are managed privately). There are 20 networks with regional-only
coverage. All the national broadcast television networks transmit
through TDA, with the exception of El Trece, which broadcasts in
HD, but participatesin TDA.

Chart 1. National broadcast television networks in Argentina
PRIVATELY-OWNED NETWORKS (4) STATE-OWNED NETWORKS (1)
América2
Cana 9
Telefe
El Trece

LaTelevision Pablica

TOTAL NETWORKS =5

Source: Obitel Argentina
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Three of the networks reach the entire country through their
pertaining systems of affiliates: Television Plblica, Telefe and El
Trece. The state-owned network is the one that reaches the highest
proportion of the national territory (99.5%), although its audience
levels are much lower than those of the two main commercial net-
works. El Trece and Telefe cover all the provinces through direct
ownership of or association with the main local networks. The five
networks broadcast their programming to the entire country through
cable television, which is managed privately. La Television Plblica
is under the charge of the board of directors of Rtase (Radio Tele-
vision Argentina Sociedad del Estado), which is composed of the
Argentine Executive Branch (one representative), the Federal Coun-
cil of Audiovisual Communication (two representatives) and the
three main political forces of the members of the National Congress
(one representative of each force). This entity manages the com-
muni cation mediaowned by the State. Tristan Bauer isthe president
of Rtase and its managing director is Martin Bonavetti as from year
2008.

América 2 forms part of the América Medios group, which is
the property of businessman Daniel Vila, of Grupo Uno, the group
that owns six newspapers in the interior of the country, 16 radio
stations in the whole country and two cable networks devoted to in-
formation. Liliana Parodi is the Programming Manager since 2013.
Canal 9 is an integral part of the Albavision international group,
owned by Mexican Angel Gonzélez, which runs ten television net-
worksin Central and South America. In Argentina, Albavision also
exploits the radio broadcasting station La Red. As from year 2013,
Diego Toni is the content manager of Canal 9. Telefe is owned by
Telefénicade Argentina, asubsidiary of the Spanish company bear-
ing equal corporate name. In Argentina, the group carries out activi-
ties related to landline and mobile telephone as well as internet ser-
vices, and it is associated with several owners of domestic broadcast
television networks. Since 2011, Tomas Yankelevich is Telefe's
global content manager. El Trece is exploited by Clarin holding, a
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group that owns newspapers, broadcast TV networks and cable TV
networks throughout the country, a digital TV company, internet
service providers and websites, and that co-owns a news agency, the
only factory manufacturing newsprint paper and also a significant
number of companies which are not related to mass communication
media. Adrian Suar is, since 2001, the programming manager of El
Trece.

In ayear in which the audience measurements were distorted
by the broadcasts of the 2014 FIFA World Cup Brazil matches,
Telefe and El Trece remained the networks that achieved the highest
audience levels. They offered a genera-interest proposal and were
the networks that placed fiction mainly as part of the prime time.
Telefe built its fictional programming schedule on the basis of co-
productions with local companies bearing in mind its international
sales, whereas El Trece centered its fiction programs on its captive
production company, giving priority to the local market. América
2 reached the third place in the rating with an offer split between
entertainment and information, in which only one fiction was pre-
miered. Canal 9 specialized in the scope of entertainment and fic-
tion. Within fiction, it worked with Ibero American productions.
The two commercia networks with the lowest levels of audience
premiered sporadicaly, in marginal time slots, local programs pro-
duced thanksto the financing of the State. La Television Pablica, in
turn, continued granting a central spot to Argentine fiction produced
with State funding, sharing its place in the programming schedule
with political information and sports programs. At the same time, it
reinforced fiction co-productions with private companies.

1.2. Audience trends in 2014

In 2014, the annual average rating for Argentine broadcast tele-
vision was 27.7. Thisimplies adight increase in contrast to the one
of the previous year (27.5). Thisis not related to a general increase
in the audience levels; instead, it isaresult of the peaks achieved by
the 2014 FIFA World Cup Brazil broadcasts, which reached arating
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level 10 points higher than the regular programs with the highest
audience level.

Graph 1. TV audience by network

Total TV sets on | Individual %
América2 — Special (TLE)* | audience

W Améica2 América2 4.4 155

m TV Piblica | | TV Pablica 32 11.4

TV Plblica MET9 | ool g 42 148

11% H Teefe

M El Trece Telefe 8.9 315

Canal 9 El Trece 75 26.8

. TOTAL 28.2 100

Source: Ibope and Obitel Argentina

Graph 2. Share by network

Total TV sets on |Individual o
0
— Special (TLE)! | share
América2 América 2 1031 | 156
| a2 TV Pablica 746 | 113
W TV Plblica
TV Plblica ™ Candl 9 Canal 9 98.5 14.9
11% M Telefe
e Telefe 2083 | 315
Canal 9 El Trece 176.3 | 26.7
15%
TOTAL 660.8 100

Source: |bope and Obitel Argentina

For the fourth consecutive year, Telefe maintained the annual
average as the most watched network every month of the year, even
though El Trece had higher viewership in the prime time during a
considerable part of the year thanks to the entertainment program
Showmatch.

! Total TV sets on — Specia (Total Ligados Especial, TLE): total viewership of all the
television networks, excluding the indexes listed for VCR, pay-per-view, videogames,
DVD, internet, CCTV, audio channels (broadcast of AM and FM radio programming)
and computer monitors. TLE allowsfor the assessment of the network’ s share based upon
the “pure” television rating. Data from the National Television Panel (Panel Naciona de
Television or PNT, in Spanish), from 07:00 am to midnight. Individual universein 2012:
57.936.745 — 1 bope.
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Graph 3. Offer by genre in TV programming

Broadcast Broadcast %

genres hours
_ Information | 14171:30 | 34
y = tomaion Fiction 8619:25 | 20

4 W Fiction -

o 28% Entertainment Entertainment | 3242:10 8
|" | Religion Religion 1263:45 3
L (%OA);.:-‘—"'"” B Sports Sports 2361:00 6
M Education Education 444:30 1
3 Politics Poalitics 0:00 0
[ Other Other 15930:50 | 28
Total 31861:40 | 100

Source: |bope and Obitel Argentina

1.3. Advertisement investments of the year: in TV and fiction

During 2014, the total investment in advertising in the entire
media system varied from ARS 31,248,000 to ARS 41,264,000,
which represents a 31.9% increase at an inflation-corrected constant
base. Measured in physical volumes (secondsin radio and TV, pag-
esin graphic media) the increase was of 1.6%; the largest growth in
physical volumes since year 2010.

Broadcast TV of the capital city and of theinterior of the coun-
try grew 7.4% and 2.4% respectively, in physical volumes, while
pay TV shows, adrop of 1.1%. Television as a whole concentrates
39.7% of the investment in advertising, but just as any other off-line
media, loses ground every year in face of the advance of the inter-
net, which grows at an annual 3% in its share.

Nationwide broadcast TV networks divided the investment
in advertising according to the following percentages. El Trece,
28.8%; Telefe, 28.1%; Cana 9, 20.9%; América 2, 17.6%; Tele-
vision Pablica, 4.6%.

1.4. Merchandising and social merchandising

Thenational productionsintended for the primetimewith high-
er levels of audience were the programs in which the merchandis-
ing offer was systematically presented. In Viudas e Hijos del Rock
& Roll, the plot unfolds in a radio station. This situation makes it
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possible for the program to serve as a basis to launch and promote
music concerts as well as new productions of national and interna-
tional musicians. In Guapas, mobile phones play acentral roleinthe
development of stories.

As far as social merchandising is concerned, the private net-
works' national productions had alow incidence of social problems
approached as a socio-educational tool for large audiences. The ex-
ception is given by the incorporation of the recognition, treatment
and cure of one of the main characters of her addiction to alcohol.
This unfolding, while oriented towards fiction, made it possible to
show the path to recognizing the addiction and its different back-
and-forth steps until recovery. In someway it served as acase study.

Within the programs funded by the National Institute of Cin-
ema and Audiovisual Arts (Instituto Nacional de Ciney Artes Au-
diovisuales or INCAA, in Spanish), the addressing of this type of
subjects was lower than in previous years. Only in the seria pro-
grams Cuentos de Identidad and Santos y Pecadores in some of the
runs work has been done regarding different types of prejudice.

1.5. Communication policies

During 2014, public policies regarding communication were
organized around two main axes: the alocation of frequencies in
accordance with the Audiovisua Communication Services Law
and the enlargement of the TV, telephone and internet digitalization
systems. Regarding compliance with the Audiovisual Communica-
tion Services Law, the confrontation continued between the State’'s
regulatory agency, Afsce?, and Clarin Group, the largest media
holding in Argentina. On February 17, 2014, Afsca approved the
plan submitted by Clarin Group to observe the Audiovisual Law, by
being sub-divided into six new independent business units. How-
ever, in October 2014, and after getting to know the names of those
who would be in charge of the new units, Afsca reported maneu-

2 Federal Authority of Audiovisual Communication Services.
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vers contrary to the spirit of the law, given the fact that there were
intertwined partners among the different units, and announced the
Group’s adequacy ex officio, which took the case back to court.
Clarin Group obtained a precautionary measure and, therefore, the
adequacy was suspended.

On October 10, the national government introduced a televi-
sion viewership measurement system, under the charge of national
universities, which is expected to be of nationwide scope. During
2014, it only covered the area belonging to Buenos Aires metro-
politan area, and the measurements were under the charge of the
National University of San Martin.

By the end of 2014, AFSCA announced a public bidding pro-
cess for 82 digital television frequencies (22 of high power and 60
of low power) for eight of the main areas of the country: metropoli-
tan area of Buenos Aires, Cordoba, Mendoza, Tucuman, Resisten-
cia, Formosa, Comodoro Rivadavia and Santa Fe.

In December 2014, the L egidlative Branch approved the project
called ArgentinaDigital, aimed at replacing the former Telecommu-
nications Law passed in 1972, and finally accounting for the conver-
gent situation among telecommunications, internet and audiovisual
media. Among other aspects, the project provided for the authori-
zation to telephone companies to operate audiovisual licenses, the
neutrality of the network and the obligation of licensees to share
their networks. The declaration of part of the telecommunications
market as“ Public Service” and the possibility to limit the high level
of concentration of the sector were introduced as the positive as-
pects of a criticized and resisted project, among other reasons, due
to the ambiguity and inaccuracy of some definitions.

1.6. Public TV

Within the framework of the public policies defined by the Au-
diovisua Communication Services Law, the State television system
takes an active role that must cover 33% of the available audiovi-
sua spectrum through national, provincial, municipal or university
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networks. Since 2008, the networks run by the national state and the
provincia states are grouped at the Federal Council of Argentine
Broadcast Television, which brings together twelve local networks
and one nationwide network, La Television Plblica. To participate
of this section of the audiovisua spectrum, the National Audiovi-
sua University Network was created, which gathers the production
centers of national universities that participate in different waysin
the development of audiovisual projects. The main element of the
State television system is Rtase, which isunder the charge of the Ar-
gentine Government, with nationwide coverage. Along with the sig-
nal of Television Plblica, Digital Broadcast Television channelsare
developed, in some cases available in pay TV: Television Publica
(broadcast channel), Encuentro (educational), Paka Paka (for chil-
dren), INCAA TV (cinemabroadcasting), Tecnépolis TV (scientific
broadcasting), and Deportv (sports transmissions).

Within the scope of fiction production, the state-run system
sustains the Argentinean Audiovisual Bank of Universal Contents
(Banco Audiovisual de Contenidos Universales Argentino or Bacua,
in Spanish), which offers programs financed by the INCAA. This
way, areserve of freely available programs is established. During
2014, 11 fictions were premiered through thisform of state funding:
eight in LaTelevision Pablica, two in Canal 9, and one in América
2.

1.7.Pay TV

Pay TV covered, during 2014, 87.4% of the Argentine homes,
reaching the highest level of connections: 4,320,000 homes. For the
first time, the pay TV group rating share exceeded the one of broad-
cast television: 50.4% versus 49.6%.% Beyond its permanent ex-
pansion, the market is highly concentrated. The six main networks
represent 92% of the market, and only one, Cablevisién, belonging
to Clarin Group, controls 43% of the total market* and owns 237

3 As per data from the Latin American Multichannel Advertising Council.
4 According to the Federal Administration of Audiovisual Communication Services (Ad-
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licenses throughout the country. This situation contradicts the pres-
ent regulation, which admits only 24 licenses by licensee and a par-
ticipation in 35% of the offer. This matter constituted the grounds
for the legal dispute between Afscaand Clarin Group; such dispute
is still on hold. Despite the high level of diffusion cable TV has
in Argentina, there were no fictions produced especially for such
network.

1.8. Information and Communication Technologies (ICT) trends

Asper datafrom Internet Word Stats®, in December 2014, there
were in Argentina 32,268,280 users connected to the web; that is
74.7% of penetration in the population. According to the website
Comscore?, Argentines spend in average 5 hours and 11 minutes a
day connected to theinternet through computers and mobile phones.
Given the massiveness and growth of the network, during 2014 it
received USD 37,800,000 as investment in advertising. Out of the
on-line advertisements in Argentina, an 81.3% were flash banners,
whereas 14% were socia advertisements and 3.8% were video ad-
vertisements.

With respect to the use of social networks, 17 million Argen-
tines are active daily Facebook users, while 23 million use Face-
book each month. Also, 89% of the internet users in Argentina are
in Facebook, whereas only 22% use Twitter, 19% use Google+ and
10% use Linkedin.

In Argentina, in December 2014, there were 57,300,000 con-
nectionsto cell phones and tablets or iPads; that is to say, three con-
nections per inhabitant.” Through their mobile phones, 13,100,000

ministracion Federal de Servicios de Comunicacién Audiovisual, Afsca), taking into ac-
count the population density, the cable networks of Clarin group cover 58.1% of the pay
TV market.

s Available at <http:/iwww.internetworl dstats.com/south.htms.

5 See: <http://www.comscore.com/lat/I nsights/Presentati ons-and-Whitepapers/2014/2014
-Argentina-Digital-Future-in-Focus>.

7 According to <http://www.carrieryasoc.com/2014/12/10/usuario-de-datos-moviles-

2014/#more-916->
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Argentines connect to the internet on a daily basis. This trend is
increasing, since during 2014 the sale of smartphones grew 78%.
Within this growth context, there is aremarkable increase in What-
SApp connections, which cover 84% of internet users through mo-
bile phones.

Regarding audiovisual consumption through the internet, 18%
of the homes with access to broad band in Argentina connect their
television sets to the internet. From among them, 64% use smart
TVsand most of them (68%) use their TV's connected to make the
streaming of films and television programs. There are 15,600,000
video spectators online. Each Argentine home consumes in average
124 online videos per month. Jointly with the diffusion of on-de-
mand video systems like Netflix, Cablevision on demand, Fox Play,
HBO GO, the Argentine home widened the modalities of audiovisu-
al fiction circulation, although no local productionis still registered
for these new media.

2. Analysis of the year: national and Ibero-American premiere fic-
tion

Table 1. Fictions broadcast in 2014 (national and foreign;

premieres, reruns and co-productions)

PREMIERE NATIONAL TITLES - 28 | CO-PRODUCTIONS - 0

Telefe — 8 national titles PREMIERE FOREIGN TITLES - 20
1. Aliados (series) Telefe - S titles

2. Camino al Amor (telenovela) 29. Avenida Brasil (telenovela — Brazil)
3. La Celebracion (seria program) 30. Insensato Corazon (telenovela —

4. Los \ecinos en Guerra (telenovela) Brazil)

5. Somos Familia (telenovel a) 31. Pulseras Rojas (series— Spain)

6. Sefiores Papis (telenovela) 32. Fréagiles (series - Spain)

7. Taxxi, Amores Cruzados (telenovel a) 33. La Guerrera (telenovela — Brazil)
8. Viudas e Hijos del Rock & Roll
(comedy) El Trece - 1 title

34. Fina Estampa (relenovela — Brazil)
El Trece — 6 national titles
9. Farsantes (telenovela) Canal 9 - 13 titles

10. Guapas (telenovela) 35. Corazédn Indomable (telenovela —
Mexico)
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11. Mis amigos de siempre (telenovela)
12. Noche & Dia (telenovela)

13. Solamente Vos (telenovela)

14. Mioletta (telenovela)

Canal 9 - 2 national titles
15. El Legado (miniseries)
16. Santos y Pecadores (serial)

TV Publica - 11 national titles

17. Anay e Vino (miniseries)

18. Bien de Familia (miniseries)

19. Cuentos de Identidad (serial)

20. Doce Casas (series)

21. El Secreto delos Rossi (miniseries)
22. Embarcados (miniseries)

23. En Terapia (series)

24. Esa Mujer (telenovela)

25. Las 13 Esposas de Wilson Ferndndez
(miniseries)

26. Quién mat6 al Bebe Uriarte
(miniseries)

27. Sefiales (telenovela)

América — 1 national title
28. Viento Sur (miniseries)

36. De que te Quiero, te Quiero
(telenovela — Mexico)

37. El Sefior de los Cielos (telenovela —
USA)

38. Escobar, el Patron del Mal (telenovela
— Colombia)

39. La Gata (telenovela — Mexico)

40. La Malquerida (relenovela — Mexico)
41. La Patrona (telenovela — Mexico)

42. La Tempestad (telenovela — Mexico)
43. LaViuda Negra o La Patrona del
Patron (telenovela — Colombia)

44. Lo que la Vida me Robd (telenovela
— Mexico)

45. Marido en Alquiler (telenovela —
USA)

46. Por Sempre mi Amor (telenovela —
Mexico)

47. Qué Bonito Amor (relenovela —
Mexico)

TV Piblica - 1
48. Amar en Tiempos Revueltos 3
(telenovela — Spain)

RERUNS -4

Telefe — 1

1. Casados con Hijos (comedy —
Argentina)

Canal 9-1

2. Café con Aroma de Mujer (telenovela
- Colombia)

América 2 -2

3. Tumberos (series— Argentina)

4. Historia Clinica (serial — Argentina)
TOTAL PREMIERE TITLES: 48

TOTAL TITLES: 52

Source: Obitel Argentina
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Table 2. Premiere fiction in 2014: countries of origin

Country Titles| % gg?sl(’):;/ % Hours %
NATIONAL (total) 28 | 583 1483 470 | 114535 | 46.1
83LBEL COUNTRIES 20 | 417 1670 53.0 | 1340:00 | 53.9
O e | 0 |00 o |oo] ow |0
Argentina 28 | 583 1483 470 | 114535 | 46.1
Brazil 4 8.3 267 85 232:50 9.4
Chile 0 0.0 0 0.0 0:00 0.0
Colombia 2 4.2 117 3.7 97:00 3.9
Ecuador 0 0.0 0 0.0 0:00 0.0
Spain 3 6.3 170 54 129:50 52
USA (Hispanic production) 2 4.2 254 8.1 194:25 7.8
Meéxico 9 18.8 862 273 | 68555 27.6
Peru 0 0.0 0 0.0 0:00 0.0
Portugal 0 0.0 0 0.0 0:00 0.0
Uruguay 0 0.0 0 0.0 0:00 0.0
Venezuela 0 0.0 0 0.0 0:00 0.0
TOTAL 48 | 100.0 3153 100.0 | 2485:35:00 | 100.0

Source: |bope Argentina— Obitel Argentina

In 2014, national premieresfall tofour, but thetotal screentime
grows for the various formats of national fiction. It maintains a for-
eign offer, which comes from the countries which typically sched-
uled Argentinafiction, as Brazil, Mexico, Colombia and Spain.



Argentina: the success of foreign fiction
and the little charm of national fiction | 93

Table 3. Co-productions

. Co-producing
Titles . Producers | Format
countries
Obitel countries 0 -- - -

TOTAL TITLES CO-PRODUCTIONS WITHIN OBITEL COUNTRIES: 0

Non Obitel countries | 0 | -- | - | -
TOTAL TITLES CO-PRODUCTIONS WITH NON OBITEL COUNTRIES: 0

Obitel + non Obitel

countries
TOTAL TITLES CO-PRODUCTIONS WITH OBITEL + NON OBITEL

COUNTRIES: 0
TOTAL CO-PRODUCTIONS: O

Source: Obitel Argentina

0 - - -

Unlike previous years, this year co-productions are not pre-
miered in Argentina

The programing maintains a criterion used to it: the dominance
of national fiction in prime time, while foreign fiction privileged
afternoon programing
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In 2014, the telenovela format prevails, concentrating half of
the premieretitles and amost all the fiction screen time.

Table 6. Formats of national fiction by time slot

Format M_orn- % After- % Prlme % N_|ght % To- %
ing noon time time tal

Telenovela 1 |100.0| 3 600| 10 [500| O 0.0 | 14 | 50.0
Series 0 0.0 1 20.0 2 100 O 00 | 3 |107
Miniseries 0 0.0 1 20.0 6 | 300 1 500 | 8 | 286
Telemovie 0 0.0 0 0.0 0 0.0 0 00| 0| 00
Unitario 0 0.0 0 0.0 2 10.0 1 500 | 3 | 10.7
Docudrama 0 0.0 0 0.0 0 0.0 0 00 | 0| 00
Others

(soap opera, 0 0.0 0 0.0 0 0.0 0 00 | 0| 00
etc.)

Total 1 |100.0f 5 |100.0/ 20 |100.0f 2 |100.0| 28 |100.0

Source: Ibope Argentina— Obitel Argentina

Table 7. Time period in which fiction is set

Time Titles %
Present 24 92.3
Period 1 38
Historical 1 3.8
Others 0 0.0
Total 26 100.0

Source: Obitel Argentina

As in previous years, the privilege of premiere fiction tempo-
rality is the present. However, a period fiction—unusual in Argen-

tina programming—stands out, El Patron del Mal.
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Table 8. The ten most watched titles: origin, rating, share

Country Name of
Title Of,orlgm Producer |Channel seriptwriter or Rat- Share
of idea or author of original | ing
_ script idea
1 |AeNda Bl | Globo | Telefe | S0P EMANE | o671 05
Brasil Carneiro
Ol: Sebastian
Viudas e Under- .Ortega
Hijos del round/ S: Ernesto
2 |7V Argentina 9 Telefe Korovsky, 14.4 | 22.05
Rock & Endemol/ T f
Silvina Fredjkes
Roll Telefe .
and Algjandro
Quesada
Ol: Adrian
. Suaré: Leandro
3 |Guapas | Argentina Pol-ka El Trece Calderone and 12.6| 19.3
CarolinaAguirre
Ol: Quique
Estevanez
Camino L.C. Accion S: Marta Betoldi,
4 al Amor Argentina | Producciones| Telefe | Gaston Cerana, |12.3|19.18
and Telefe Leonardo Azamor,
Teresa Donato and
Vicky Crespo
Ol: Sebastian
Ortega
Los Underaround S: Ernesto
5 |Vecinos | Argentina g Telefe Korovsky, 12.2| 23.45
and Endemol . f
en Guerra Silvina Fredjkes
and Alejandro
Quesada
Ses. S: Cecilia Guerty
6 ; Argentina Telefe Telefe and Pablo 11.6 | 20.51
Papis ;
Junovich
L.C. Accion y .
7 Son‘p§ Argentina | Producciones| Telefe S: Marcdlo Nac‘.:' 11.0| 18.46
Familia and Laura Barneix
and Telefe
Castelao
Pulseras . Producciones . .
8 Rojas Spain and Televisio Telefe |S: Albert Espinosa| 11.0 | 23.85
de Catalunya
Noche & S: Marcos Osorio
9 |~/ Argentina Pol-ka El Trece| Vidal and Willy |10.9| 17.59
Dia
Van Broock
Mis Ol: Adrian Suar
10 |Amigos de| Argentina|  Pol-ka | Bl Trece | 5 Jr9eMasstio | 15144 o7
Sempre and Claudio
Lacelli
Total productions: 10 Foreign scripts: 2
100% 20%

Source: Ibope Argentina— Obitel Argentina
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Table 9. The ten most watched: format, length, time slot

Number Dates
of chap./ of first
Title Format Genre e (ig' and last | Timeslot
2%'1 4 broadcast
(in 2014)
1 |Avenida Brasil Telenovela | Melodrama 41 ovjo1 &l P.” me
07/07 time
Viudas e Hijos del 18/08 a Prime
2 | Rock & Roll Telenovela|  Comedy | 75 30/12 time
Dramal 17/03 a Prime
3 | Guapas Telenovela Comedy 165 30/12 time
4 | Camino al Amor Telenovela | Melodrama 120 26/05a P.” me
22/12 time
Los \ecinos en Comedy/ 01/01a Prime
5 Guerra Telenovela Police 2 02/01 time
) Dramal 06/01 a Prime
6 |Sres. Papis Telenovela Comedy 184 2711 time
Afternoon
- Comedy/ 06/01 a .
7 | Somos Familia Telenovela Drama 188 20/10 / prime
time
. . 27/01a
8 |Pulseras Rojas Series Drama 30 07/03 Afternoon
. . 17/11a Prime
9 [Noche & Dia Telenovela| Police 23 30/12 time
Mis Amigos de Romantic 01/01 a Prime
10 Sempre Telenovela comedy 145 08/08 time

Source: Obitel Argentina

Table 10. Themes in the ten most watched titles

PREVAILING THEMES SOCIAL THEMES
Title (up to 5 most relevant (up to 5 most relevant
themes) themes)
Infidelity, secret and Child abandonment, upward
1 |AvenidaBrasil |revelation, hidden identity, social mobility and cultural
love and vengeance confrontation
Viudas e Hijos L(_)ve, hi_dden identityZ Homosexyality, class
2 friendship and evocation of relationships and
del Rock & Roll o
adolescence discrimination
Gender-based violence,
3 | Guapas Scam, friendship and infidelity, infertility, class
overcoming of fears differences and abuse,
alcoholism
. Impossible love, estrangement, | Conflicts of class, self
4 |Caminoal Amor | meeting fulfillment, suicide
5 LosVecinosen | Scams, thefts, doublelife, Teenage pregnancy,
Guerra murders, intrigues transgender
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6 |es Papis ety mculiny, | Homosexuaity, s
) ! . .1 Y winty, fulfillment, class differences
ambition
7 | Somos Familia Hidden identity, impossible Orphanship, adoption

love, remorse

Pulseras Rojas

Humor, friendship, self
improvement

Fight against illnesses,
anorexia, cancer, Asperger
syndrome

Love, betrayal, double life,

Depression, alcoholism,

9 |Noche & Dia . o
exile psychiatric illnesses
10 MisAmigosde | Friendship, team work, soccer, |Crisis and self management of
Sempre intrigues, infidelity community club

Source: Obitel Argentina

Table 11. Audience profile of the ten most watched titles:

gender, age, socioeconomic status

Socioeconomic
_ Chan- Gender % Agegroup % status
Titles %
e yom- AB
o [Men|4-12|13-18| 19-24|35-44 | 45+ | ()| C2 | C3| D
1 g‘r’gjlda Telefe| 589 |41.1]|183|27.3| 223 | 17.6 |145| 7.1 |21.7|35.5|35.7
Viudas e
Hijos del
2| Coscg, | Telefe| 586 414/15.1| 259 | 216 | 222 |15.2| 254|187 (240|319
Roll
3 |Guapas Tri'ce 608 |39.2]12.1| 21.8 | 235 | 18.9 |23.8[15.7|33.5]29.9|21.0
4 |CAMN0 | - tel 620 |38.0|17.8| 27.4 | 222 | 184 [14.2| 9.5 |17.6]29.9]43.0
al Amor
Los
5 ;’qec'”os Telefe| 56.0 |44.0/205| 27.1 | 206 | 187 |13.1| 0.1 |27.6/35.3|37.0
Guerra
6 gai's Telefe| 599 [40.1|20.8| 27.4 | 22.8| 17.2 |11.9] 9.1 |19.5/335|37.9
7 ﬁ‘;?n‘.‘:isa Telefe| 617 |38.3]19.4| 282 | 21.3| 195 |11.6| 7.4 |18.0[34.2|40.3
8 ;gj'zas Telefe| 57.3 |42.7|21.8| 280 | 243 | 17.1 | 89 | 6.9 |25.4/33.1|34.6
g [Noche& | El | o0l 413) 07| 231 | 276 | 165 |23.1]108|32.4(32.3|24.4
Dia Trece
Mis
10|AM90S | Bl | 5e |420(124| 225 | 24.0 | 19.3 |21.8|17.2|29.3| 285|250
De Trece
Sempre

Source: Ibope Argentina— Obitel Argentina
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Even though the quantity of hours and chapters of national pre-
miere fiction grows a bit compared to 2013, that supposes a return
of the long-format fictions, given the fact that the amount of titles
drops in 2014 in four titles. The amount of fiction titles premiered
within the Obitel sphere also grows notably; the quantity of titles
almost duplicates with respect to the previous year, and the weight
of the quantity of fiction hours premiered in favor of foreign fiction
inverts. In this scenario, the success of Avenida Brasil stands out,
which holds the first place in the top ten, but also the inclusion in
the programming of El Patrén del mal, with great impact as well,
despite not being within the ten most watched titles. In this context,
the lack of co-productionsin the national screen is surprising.

In spite of these incorporations, the usua trend of the national
fiction programming schedule is maintained in prime time, with the
exception of Avenida Brasil, which began to be broadcast during the
afternoon and, given its success, was transferred to the central time
slot, which concentrates the main offer of fiction. Temporarinesses
that differ from the present are incorporated, which are historical as
well as period.

3. Transmedia reception

In Argentina, the forms of transmedia reception tend to be
highly controlled by producers. The spaces around fictions intended
for the community are offered for the different social networks in
the spaces administered by the networks that produce and broadcast
such fictions.

Guapas stood out with respect to its high number of follow-
ers in socia networks, not only in Facebook but also in Twitter,
Y outube or the most general space (introduced as a large site that
replicates what happens in other spaces) of El Trece's own fiction,
which reached over 1,250,000 followersin Facebook and more than
1,360,000 in Twitter.

One of the strategies that may be noted as aready tradition-
a in the spaces enabling the contact of spectators with the fiction
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developed by the telenovela has to do with the permanent update
of information referred to the fiction as well as to the noteworthy
eventsin the life of the actors, from a couple of months prior to the
commencement of the program and quite beyond its ending. In the
case of the Twitter account of Guapas, it is clearly stated that “the
account will remain active until Martin Fierro awards ceremony” (to
be held during May 2015). The updates after the ending of the pro-
gram are transferred to the telenovela itself, with a nostalgic tone,
remembering characters, spaces, situations.

Guapas introduces a transmedia storytelling proposal directly
linked to the plot, which revolved around the ups and downs of a
group of women who met each other when the finance company
in which all of them had deposited their savings defrauded them.
This puts these women in contact, and, from that moment on, they
become inseparable friends. They get together, tell each other all
the details of their lives, make each other company in their projects,
problems and misfortunes (especialy the romantic ones). Each of
the femal e characters had problems associated with their profession-
al life (journalist, chef, physician, flight attendant) and, at the same
time, the story shows how their professional life generated conflicts
in their sentimental life. Finally, the happy ending was waiting for
them at the closing of the story.

One of the ways in which the friends contacted each other
throughout the series was linked to WhatsA pp. They were connect-
ed al the time and the screen reproduced their conversations. This
feature of permanent connection is the one repeated in some way in
the social networks, through the site in which al the chapters may
be watched and, at the same time, commented on. Likewise, from
there and replicated in the other social networks, the audience was
addressed and requested to comment on the events produced in the
fiction.
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The most interesting aspect to be highlighted is linked to the
hashtag #amigasguapas (bold friends) proposed by the program.
Countless comments and photographs of friends are gathered there,
among which, curiously, the fiction producers do not intervene. A
big album of friendships, declared as long-lasting ones, was cre-
ated, which fits the current social practices such as the selfie and the
photo upload in social networks.

There are also written comments, but the truth is that they lose
weight compared to the amount of photos uploaded. The result of
this album is an abstract of friendships. There, a higher degree of
production by the audience may be observed.

In some cases, drawings or emoticons are added, or else severd
photos are edited on the same post.

In the following example, these #amigasguapas express their
admiration, while they imitate distinguishing feature of Mey, the
flight attendant:

Faby Carlesi 1@Fabyanac 22 de jul.

#AmigasGuapas Bancamos a DebSpritz @VivianElJa
berOK @Mferchugr@zafirel0@gabyfidal go@soy_meri @Jagrecol
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' Mel Gerk
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In contrast to what happens in the general Facebook and Twit-
ter accounts of the series, in which the proposals are guided by the
production and by events deriving from the narration, the #amigas-
guapas space is the one evidencing agreater playful bond by the au-
dienceinrelation to the telenovela. Unlike the usual debates focused
on the considerations of the plot, the characters and the actors and
actresses, #amigasguapas isintroduced as a place of strong identifi-
cation, a place for revealing moments of joy and a place for amore
free and creative interaction.

4. Highlights of the year

Y ear 2014 was not amemorable one for Argentinefiction. The
networks maintain the styles and themes more or less usual in the
premiere productions made in the country, without the success of
other years (with the exception of the phenomenon Avenida Brasil).
Unlike previous years, in which a dlight, yet systematic, drop of the
offer in fiction titles and hours was detected, in 2014 the amount of
premierefiction hours broadcast grows, despite the fact that the total
amount of titles premiered is reduced in 2014 with respect to 2013.
This growth in fiction broadcast hours is due to a return to the bet
for long formats like telenovelas, at the same time maintaining —in
the spaces of greater time marginality — the most risky bets in for-
mal terms, as is the case of series, miniseries and serial programs,
which arein general offered by the networks that accept productions
with State funding for their programming schedule (La Television
Publicaand Canal 9) and form part of Bacua.

The novelty in 2014 is the success of foreign fictions, which
usually do not reach remarkable positionsin the top ten. It isrelated
to the success of the fictions premiered, which are included in the
Obitel scope and come from Brazil and Mexico. The premiere of
Avenida Brasil, which may be regarded as the success of the year,
arrived in Argentina with great expectation thanks to the achieve-
ments attained by such fiction in other latitudes. This way, Avenida
Brasil was premiered in Argentina with high expectation with re-
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spect to its performance — expectation that was confirmed for its
broadcasters (Telefe). It isinteresting to point out that the premiere
of the Brazilian telenovelaimplied adebate towards the inside of the
programming strategies of the two most successful networksin rela-
tion to the foreign fiction programming, since El Trece and Pol-ka
defended, in 2014, the importance of the production and broadcast
of national fiction (it could be said “local” fiction), based upon the
identification of values, idiomatic expressions, etc. (It is made clear
that thisdefenseisin 2014, asin 2015 El Trece announced the offer
of the Turkish telenovela Las Mil y Una Noches.) In turn, Telefe
avoided to publicly express an opinion on the subject and changed
the time slot of Avenida Brasil to the prime time, multiplying the
fiction's success. This silent debate is completed with the premiere
of the Colombian telenovela Escobar, € Patron del Mal, aired by
Canal 9, which achieved an average rating of 8.5 points. And, even
though that is not enough to be included in the top ten, it generated
a high impact and incorporated its subjects into the media agenda,
while in different television spaces it generated imitations, com-
ments and parodies.

Telefe completed its offer with the usual local production of
traditional genres and formats related to the classic telenovelas and
telecomedias, which guaranteed the network’ s privilege in the audi-
ence' s preference with titles such as Camino al Amor, Sres. Papis or
Los Vecinos en Guerra. Telefe' s programming strategy is still, asin
previous years, the one of diversification of the offer and capture of
the audience. Thisway, the network succeeds in placing eight of the
ten titlesin the top ten of 2014.

El Trece, in turn, preserves its association with the production
company Pol-ka (which celebrated its 20th anniversary) and main-
tained its bet for a story of customs and manners, especialy with
Mis Amigos de Sempre, which narrates the story of three friends
(Julidn, Manuel and Simén), who met each other when playing for
a successful children soccer team that represented a neighborhood
club. Decades later, in their thirties, they meet each other in the
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same club, which is overwhelmed by debts. The love towards the
institution unites them and puts them back in ajoint path to save the
club, which will now be the space in which the love stories of the
three of them intertwine. These stories are narrated with the produc-
tion company’ susual style. Besides, El Trece airs, produced by Pol-
ka, atelenovela that aims at continuing the successful fictions with
greatest innovation of 2013, as Farsantes or Solamente Vos. Such
telenovela is Guapas (Pol-ka), which started as a bet for realism and
drama, and quickly shifted to the comedy and the absurd thanks to
the incorporation of characters who eased and extended the story of
the network’ s most successful fiction with its associated production
company.

As it may be observed, the telenovela format maintains its
prevalence, but with genres more linked to comedy.

In 2014, and continuing atrend already present in the national
offer, thedrop of afiction offer intended for children and youngsters
is observed, which was maintained up to the previous year, with
Aliados as a specific offer. In 2014, this genre practically disappears
from the programming, and the funny comedies expand and seem
to take its place.

Finally, it is worth highlighting that the most disruptive and
innovative bets take margina places in the programming schedule
and are offered by networks which traditionally do not convoke fic-
tional audiences as Telefe or El Trece. Particularly in the case of La
Television Publica, which organizes in two lines the fiction it of-
fers, this guarantees a varied offer of socialy relevant themes, with
formal and stylistic innovations. On the one hand, this network airs
fiction from Bacua, in which the most risky bets prevail; they move
away from the classic formats, as in Las Trece Esposas de Wi son
Fernandez (which narrates the strategy of the character so as not
to be mistreated by a group of scumbags by telling them his love
failure story with his thirteen wives), Cuentos de Identidad (seria
programs in which the identity theme is core), and Doce Casas (se-
rial programs in which everyday stories of devoted women pierced
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by religiosity are narrated). On the other hand, the state-run network
maintains its association with large production companies, such as
A+A Group, with which it produces Esa Mujer, aromantic comedy
with an accent on socially compromised values, or En Terapia, in
association with Dori Media, already in its third season of fiction,
inspired in the Israeli series.

Unlike previous years, it is important to point out that none of
the broadcast television networks bet for foreign co-production in
2014.

5. Theme of the year: gender relationships in television fiction

The sphere of television fiction has been historically a privi-
leged space to study social representations (Moscovici, 1979) of the
genders in contemporary societies. In Argentina, particularly over
the last decade, significant transformations are observed, influenced
by the changes in the perception of the manners in which society
identifies and defines genders as the ways to create authenticity in
the different discourse types (Aprea and Soto, 2013). Therefore,
through the analysis of the ways in which the genders are repre-
sented in Argentine contemporary television fictions, some of the
changes produced and the limits of the genders' representations may
be described. An overview of the manner in which such representa-
tions occurred in national premieres produced during 2014 makes
it possible to account for their main versions in this ever-changing
universe.

In programs related to the classic telenovela’s melodramatic
matrix (Camino al Amor and Taxxi, Amores) and in those intended
for children and youngsters (Aliados and Violetta), the traditional
conventionsin the representation of the generic archetypes and their
relationships are maintained. They narrate stories in which the only
possibilities of love are heterosexual ones and the conventional
ways in which the masculinity and femininity figures are built ap-
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pear as naturalized.® In face of the most classical variations, the fe-
mal e protagonists of these telenovelas assume more active roles in
their professional and emotional life.°

The television fiction spaces in which visible transformations
appear, not only in the state-run'® but also in the privately-run space,
are the programs broadcast in prime time or which are financially
supported by the State. Within the romantic comedies during 2014,
two programs were introduced in which the stories of a group of
friends of the same sex alow for the introduction of new mascu-
linity and femininity models. Sefiores Papis (Telefe, 2014) narrates
the experiences of four modern and attractive fathers who become
friends because they share daily talks at their children’s kindergar-
ten’s door. The characters meet each other fulfilling a task usually
carried out by women. When they see themselves identified with
the problems they go through as fathers and feel they are peersin a
universe mainly populated by mothers, these four men begin to join
and create a friendship in which they express their most sensitive
aspects. This way, the fiction portraits the transformations around
the bond of fatherhood and redefines the masculine role.

Guapas (Pol-ka, 2014-2015) narrates the friendship relation-
ship that emerges among five women after experiencing an impor-
tant economic loss of their savings in hands of a finance company
declared bankrupt. Each of them very well represents a particular

8 Even though most of the representations attached to the melodramatic matrix work with
conventional representations of gender, a miniseries, La viuda de Rafael (Atuel Produc-
ciones, 2012), was starred by a transvestite who, after her husband’s death, must face
the prejudices of her husband’s family in a plot in which the relationships among the
characters are presented passionately.

9 In Argentina, from the telenovelas starred by Andrea del Boca in the 1990’s, such as
Celeste (1991), Antonella (1992), Perla negra (1994-1995), etc., the main characters ap-
pear as desiring, active and combative women who contrast with the virginal and passive
heroines of the traditional novels.

0 Some examples include: the debates about the possibility of marriage between people
of the same sex (Equal Marriage Law, of 2010) and the Law of Gender Identity (2012),
which enables transsexual people to be registered in their identity documents with their
name and sex of choice; the campaigns against gender-based violence and women traf-
ficking.
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type of female figure: a chef, a housewife who decides to resume
her studies, a journalist, a student of medicine, and a flight atten-
dant. With well-defined personalities, these women seem very busy
in their professional tasks while they fight against an emotional life
plenty of difficulties, because all of them fedl attracted to men that
do nothing but create problems to them. Maternity is also present-
ed to the main characters as a controversial situation. The friends
relationship and recurring meetings highlight the construction of a
female type opposed to the one of their female antagonists that ap-
pear as stereotyped caricatures: the opportunist who resorts to sex
to achieve her goals, the ugly, resented and competitive woman, the
conventional wife.

Regarding the manner in which the repetition of slender bod-
ies as aform of instituting the generic identity (Butler, 2001), both
programs show arepertoire of body gestures, movements and styles
that defines in each case the new masculinities and femininities, but
that always limits them to middle-class men and women. Within the
framework of this redefinition of the previous gender roles, thereis
a secondary space for aternatives that exceed the binary opposition
male-female. In Sefiores Papis, one of the main characters is aban-
doned by hiswife, who falsin love with another woman, while the
friend of another protagonist is a declared gay who is proud of his
condition. The character is built upon the professional stereotype
(heisadesigner) and gestural stereotype (heis effeminate). In Gua-
pas one of the flight attendant’ s workmates is a homosexual built in
a quite ridiculous manner. Within these proposals dealing with the
new femininities and masculinities, the other generic identities ap-
pear in alesstinged way.

The presence of secondary characters who identify themselves
with nomadic genders (Fischer Faeffle, 2003) and take a secondary
role in the plot is a permanent feature in Argentine contemporary
televisionfictions. Thisway, in the family comedy Sosmi Vida (Pol-
ka, 2014), the father of the main character assumed his gay condi-
tion not long ago. It seeks to show himself as a person of fine taste,
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using words in French. Beyond his aspirations, his family accepts
him the way he is. Also, the maid of one of the female characters
isin love with her employer without making her desires come true.
In the police telenovela Noche & Dia, one of the policewomen is
attracted to a suspect. This type of characters present their sexual
condition as one of their distinguishing features, but, beyond em-
phasized gestures and attitudes, they neither assume nor fully realize
their gender choice.

In the comedy Viudas e Hijos del Rock & Roll, this last matter
appears as a subject and takes a more important place. Some of the
characters identify themselves with masculine homosexuality in dif-
ferent ways. One of the main characters, Segundo Arostegui, isapolo
player and member of atraditional family linked to the countryside.
Heis gay, but he is married to the female protagonist of the story,
with whom he has two children. His dilemmais linked to the recog-
nition of hissexudity. Heisin lovewith Tony, hishorses' caretaker,
who works in the family’s land. The love story between these two
charactersisfrustrated by the prejudiceslinked to homosexuality and
to the love bonds among people of different socia classes. The char-
acter, in conflict with his family’s ideology, restrains his emotional
and sexua desires. The figure of Segundo Arostegui is opposed to
the one of Pedro Gatto, a secondary character who works as aradio
announcer and producer. He publicly assumes and exaggerates the
gestures of his sexuality. He defines himself asironic and outspoken.
Hisworld is the one of gossip and sharp comments. The character is
built upon a variety of entertainment journalists who swarm around
the Argentine television. While Segundo suffers due to an emotional
desire he does not dare to realize, Pedro exaggerates his features,
which get him close to the gay stereotype as a seduction tool. Despite
his efforts, he is not so lucky. In both cases, the homo-erotic desires
cannot berealized in the framework of astory in which therest of the
characters maintain a profuse sexual and emotional life.

The fictions that receive State funding are presented as spaces
to debate socialy relevant problems. Among such problems, there
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are matters related to gender identities. The addressing of themes
related to problems associated with discussions and the visibility of
gender matters is one of the selection criteria of the projects.

Cuentos de |dentidad (Zarlek, 2014) is a 13-chapter series with
different storiesinterpreted by the same actors. In each episode, they
address stories where identity is presented as something ambiguous
that is related to other social problems. Three stories are related to
gender identity. In Encuentro Inesperado, a married woman, house-
wife and mother of a daughter, meets another woman and they fall
in love with each other. In this chapter, the recognition of sexuality
at an adult age is brought up. When the protagonist confesses to
her mother that she maintains an emotiona relationship with her
yoga professor, her mother confesses that she has maintained an
emotional relation with her friend for 15 years. The centra char-
acter faces a discovery and, at the same time, the recognition of
her true sexuality, what makes her abandon her housewife life to
feel happy again. Maria en Espejo narrates a person’s discovery of
transexuality. Thisisthe story of aboy who seeksto have the image
and the body of awoman because he does not feel heisaman. Es-
pejito, Espgjito isthe story of ayoung girl who lives and works with
her mother. Both have a sewing workshop at home; her mother is a
dressmaker and the girl is her assistant. The young girl is subdued
by her mother, who underestimates and mistreats her with the only
goal of not letting her know the talent she has. With the help of other
people, thisyoung girl slowly discovers her abilities and recognizes
her mother’s macabre will to minimize her and subdue her to her
authority. Broadly speaking, the series narrates the generic identity
problems within the framework of discovery processes and the fight
for the recognition of one's own desires beyond the different social
pressures.

In the miniseries Ana y e Vino (Desierto, 2014), the gender
guestion is deposited in the protagonist: a middle-upper-class cos-
mopolitan woman with an organized life who suffers for love sud-
denly finds herself in a crucial moment when she has to make a
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decision to reunite with herself and with her past and to find a new
and different future that is yet to be discovered. One of the episodes
of the third season of En Terapia (Television Publicaand Dorimedia
2012-2014) deals with the story of Julian, a teenager, son of adop-
tive parents, with whom he does not get along well. In principle,
the character attributes his problems to his homosexuality, even
though, through therapy, he begins to understand the complexity
of his problems associated with his origin and his true identity. In
general terms, a difference may be established between the form of
representation of the gender identities in the programs that |ook for
amassive audience in the commercia networks' primetime and in
those funded by the state-owned television, which approach their
stories prioritizing a socio-educational interpretation. While in the
first onesin most of the cases (except for the protagonist of Viudase
Hijos del Rock & Rall) the gender identities and representations are
presented as a distinguishing feature of personalities already formed
and apparently stable, in the second ones the—many times problem-
atic—recognition and construction processes of the generic identi-
ties is emphasized. Beyond these divergences, all the fiction pro-
grams, upon repeating standardized formulas, determining changes
or narrating them, account for the variety of positions the society
has towards genders that are socialy and temporarily constituted.
That isto say, in constant transformation.
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1. Brazil's audiovisual context in 2014

The year of 2014 was featured by two important events in the
country, FIFA World Cup Brazil and the general elections, which
gave an atypical aspect to the national audiovisual context, with
particular repercussion in production, as well as in exhibition and
consuming of television fiction. This can be observed throughout
this chapter, paying close attention to the strong decay of the num-
ber of hours of premiere, but, curiously, not of the number of titles.
This correlation has brought us to reflect upon a possible cultural
and technological tendency of a “short history cycle” (still as a
work hypothesis of Obitel Brazil), which would be an extension
of what we have been emphasizing about a diversification of for-
mats and their hybridization. We identify this*“ short history cycle’
not only in the solid rising numbers of series and miniseries but
also in shorter telenovelas and, beyond the high ratings (a new
national taste?), mainly through the great repercussion on social
networks.
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1.1. Open television in Brazil

Brazil has six open TV stations, five private ones and one pub-
lic. In 2014, four stations produced and showed premiere national
fictional products: Globo, Record, SBT and TV Brasil.

Chart 1. National open television stationsin Brazil

Private stations (5) Public stations (1)
Globo TV Brasil
Record

SBT
Band
Rede TV!

TOTAL =6

Source: Obitel Brazil

Open TV audiencein 2014

The growing segmentation of the audience, tendency observed
since Obitel Y earbook 2012, was particularly demonstrated through
2014 data by the National Television Panel (PNT)?!, when Ibope
underwent a few modifications in its measuring methodology. The
number of pay TV monitored places became the same as of open TV
and there was separate data of other pay channels (OCP)? and other
open channels (OCA), which used to be presented as a single piece
of information.

11n 2014, the PNT (National Television Panel) ismade up of 15 placesfrom all regions of
the country. They are: S8o Paulo, Rio de Janeiro, Porto Alegre, Curitiba, Belo Horizonte,
Brasilia, Recife, Salvador, Fortaleza, Floriandpolis, Campinas, Vitéria, Goiania, Grande
Belém and Manaus. In the PNT, the individual universeis of 62,128,590 people and the
home universe is of 21,746,000 homes. Each audience point corresponds to 1% of the
PNT universe, that is, 641,000 individuals and 217,000 homes, respectively.

2 The acronym OCP (other paid channels) corresponds to data on pay TV channels not
having individual audience published; the acronym OCA (other open channels) corre-
sponds to the data on open channels, which do not have individual audience published.
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Graph 1. Home TV audience by station in 2014 (TL)?

Channel RiomeRiNy
audience
Globo 15.1 36.6
Pay TV; OCP
(other pay 7.8 19.0
channels)
Record 5.3 12.9
SBT 5.1 12.3
OAP (other
devices)* 31 7.6
OCA (other open 24 59
channels)
Band 2.1 5.0
Rede TV! 0.7 17
Globo Pay TV Record SBT OAP OCA Band Others Rede TV TV Brasi| 0.3 0.8
VI Bras Others® 14 3.4
TOTAL 41.2 | 100.0

Source: Ibope Media— Media Workstation — PNT

Globo continued to maintain leadership of home audiences
with a substantial advantage, which has occurred since the begin-
ning of the historical series by Obitel Yearbook. Globo was the
single channel which, alone, overcame the whole of pay TV chan-
nels (OCP). Record held the second position among the national
open TV stations, with a 5.3 rating virtually tied to SBT, which re-
corded 5.1 points. Both channels have waged a year-to-year fight
for vice-leadership. Next, Band and Rede TV! appear before TV
Brasil. It isworth mentioning pay TV (OCP) data, with a 7.8 rating,
demonstrating the strength of thistelevision segment. Even with the
methodology’ s refinement, the OCP continue to be the sum of the
audience from all the pay channels, which makes impossible direct
comparison with open channels.

3TL (Tota Ligados— Total On) sumsup thewhole audience of all TV stations. Datafrom
PNT-Ibope from 07h to 24h.

4 The acronym OAP corresponds to other devices, such as videogame, DVDs, internet,
internal circuit and audio channels (which transmit AM and FM radio programs).

5 “Others” include data referring to Record News, channels not identified or registered by
Ibope and other tunings (category OSI Ibope), which refer to the use of TV to navigate
the internet, games and apps.
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Graph 2. Home TV share by station in 2014 (TLE®)

Others Rede TV! TV Brasil
S 8Os L79% 084% Channel e
" \ share (%)
6.38% Globo 39.36
Globo OCP 20.47
S956% Record 13.90
" SBT 13.28
Record . OCA 6.38
13.90% .
3 Band 5.37
( : Rede TV! 179
§ TV Brasil 0.84
Others’ 3.05

Source: Ibope Media— Media Workstation — PNT

Considering the home share of turned on television sets exclu-
sively on television channels (TLE), the so called TV “pure audi-
ence”, thereislittle change: Globo demonstrates supremacy towards
other channels, but Record occupies second place in front of SBT,
inverting the position by audience. The share of all the paid chan-
nels (OCP) confirms the second position observed in Graph 1. As
for audience penetration through mediag, open TV leads with 94.3%
while radio appears in second place, with 70.1%. In third isthe in-
ternet, maintaining the 2013 numbers, with 63.4% of penetration.
Pay TV, with 46.1%, appearsin fourth with a4% raisein relation to
2013. Newspaper presented decrease, from 28.7% in penetration in
2013 to 26.3%. Magazine follows the same path, decreasing from
31.6% t0 26.2%.

8 TLE (Tota turned on television sets): sums up the audience of al television stations
and excludes the data from videos, videogames, DV D, internet, internal circuit and audio
channels TLE calculates the station’s share based on television “pure audience” (PNT.
Home universe of 2014: 21.746.000).

7 “Others” include data referring to Record News, channels not identified or registered.

8 Ibope media data— Target Group |ndex.
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Graph 3. Genres and hours broadcast by open TV in Brazil

Sports Educational PO:ILI:/:::aJ TV genres Hours %
Religious broadcast
Information | 13189:57 25.1
Entertain-

Entertainment | ment 11682:21 223
2% Fiction 6532:04 | 125
Saien Information Re”gious 3983:03 7.6

12% 2% Sports 2402:17 4.6

Political 539:57 1.0

Educational 286:04 0.5

Others 13846:52 | 26.4
Total 52462:35 | 100.0

Source: Ibope Media— Media Workstation — PNT

The television genres® with greatest presence were: informa-
tion, occupying 25% of the TV scale, followed by entertainment,
with 22.3%, and fiction appears in third, with 12.5%. The sum of
these three genres corresponds to 60% of the hours broadcast on
TV and they constitute the base of Brazilian programming. Cer-
tainly, there was an interesting shift in positions among these three
genres comparing to 2013: information demonstrated a small de-
crease, from 25.9% to 25.1%, while fiction fell greatly from 17.8%
to 12.5%, proving the impact on the schedule by FIFA World Cup
Brazil transmission in the country. On the contrary, entertainment
had an accentuated increase, from 17.8% to 22.3%, whose prolifera-
tion can be due to the low investment required and the success of
formats already tested in other countries. In relation to 2013, there
was also an increase in sports, going from 4.0% to 4.6%, and in
palitics, from 0.1% to 1.0%, which can be credited to the World Cup
and the general elections.

9 The television genres are usually named as follows: information: documentary, in-
terview, journalism, reporting, biography and debate; entertainment: talk show, game
show, humour, musical, reality show, show, awards show, women programs, children
programs; fiction: telenovela, series, miniseries, film, adult cartoons; sport: sport and soc-
cer; others: others, sales shows, rural, tourism, health, prize shows and “not determined”.
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1.2. Audience trends in 2014

As we are seeing, in the TV audience panorama, 2014 is an
atypical year for fiction audience due to the two referred events,
FIFA World Cup and the general elections. The first of which, oc-
curred in June and July of 2014, for having aglobal reach and strong
national appeal, mobilizing and stirring emotions, provoked a sig-
nificant decrease of the hours of fiction transmitted. Some telenove-
las had their chapter time reduced or even cancelled, and the tele-
novela Geracao Brasil*® was interrupted for eight chapters. On the
other hand, this gave way to an interesting experience of transmedia
actions through this telenovela’ s website. The general elections also
had a negative impact on audience, occupying mandatory time
slots on open TV channels'?, which led to an audience migration to
pay TV aswell asto theincreased number of televisions turned off.

Nonetheless, data also reveal 2014 as ayear marked by therise
of fiction consuming on the internet and through the use of social
networks, for which new measuring techniques are being devel oped.
In 2013, we had already detected the appearance of measuring tools
for television programs on the internet and on social networks, such
as Twitter |bope, which measures the programs most commented on
this social network, and Time Shifted Viewing (TSV) by Ibope Me-
dia Lab, which permits measurement on recorded TV programs.®®

It isalso possible to highlight the tendency towards fragmenta-
tion of the fiction audience, already reported in 2013, intensifying in

10 Seer  <http://gshow.globo.com/novel as/geracao-brasil/extras/noticia/2014/06/0-que-
muda-durante-a-copa-do-mundo.html> Accessed on: February 26, 2015.

1 See: <http://www.ibope.com.br/pt-br/noticias/Paginas/Audiencia-do-horario-eleitoral -
cai-em-Sao-Paulo.aspx>. Accessed on: February 26, 2015.

2 During the first part of the election, the mandatory time slot began on August 19 and ex-
tended till October 02, 2014. Daily, atotal of 2h10 of television programming were dedi-
cated to obligatory electoral propaganda divided into three blocks (morning, afternoon
and night). In the second part of the presidential elections, the slot went from October 9 to
October 24, 2014, totalling 1h50 daily dedicated to candidate propaganda. Available at:
<http://www justicael eitoral .jus.br/arquivos/horario-el eitoral -gratuito-em-radio-e-tel evi-
sao-para-as-€l eicoes-2014> Accessed on: 26/02/2015.

13 Available at: <http://exame.abril.com.br/marketing/noticias/ibope-inicia-medicao-de-
audiencia-de-tv-gravada>. Accessed on: January 31, 2015.
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2014 with the rise of video on demand, and the use of the internet to
watch Netflix and to download TV series.’* Besides, the growth of
smartphone users reached 72% of the online audience in the coun-
try, representing an increase of 20% compared to 2013.

1.3. Advertising investments of the year: in TV and fiction

According to Ibope Media, in 2014, the investment in advertis-
ing reached a total of 212 million reais (about 66 million dollars),
a growth of 7.6% comparing to 2013. About the distribution, open
TV concentrated more than half of the investment, despite the fall
in front of the 2013 average audience; the second media was news-
papers, although presenting one point decrease; pay TV appeared in
third place; merchandising (product placement) rose two positions
and reached the fourth place; magazines and internet occupied the
fifth and sixth places, respectively. Those which most invested in
open TV were, by order, commerce and retail, personal hygiene and
beauty, financial market and insurance, consumer service and bev-
erages.

1.4. Merchandising and social merchandising

Merchandising (product placement) referring to the insertion of
advertisement in the fictional narratives strongly persisted in 2014,
especialy with insertions of clothing, banks, automobiles and cos-
metic pieces. In the present scenario of the audience pulverization
between one screen and another, the merchandising strategy guar-
antees the announcers a specific and noticeabl e place even when the
spectator does not watch the commercials. Also, with the adoption
of transmedia strategies, many of these actions crossed over to the

4 |AB Brasil (Interactive Advertising Bureau) data. Streaming video consuming
gets closer to TV. Available at:<http://www.meioemensagem.com.br/home/midia/
noticias/2014/09/15/Consumo-de-video-em-streaming-encosta-na- TV .html 2utm_
source=newsl etter& utm_medium=email& utm_campaign=mmbymail-geral & utm_
content=Consumo-de-video-em-streaming-encosta-na-TV>. Accessed on: February 26,
2015.
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show official websites, evidencing the importance of telenovelasin
the advertising universe, be it on television or on the internet.

Social merchandising actions reveal the variety of themes that
are addressed many times in a same fiction show. Globo telenovela
Amor a Vida presented the first gay kiss between men on the prime
time, as well as child adoption by homoaffective couples. The plot
also included themes such as obesity, autism, domestic violence,
drug prevention and a surrogacy case. Still on Globo, other tele-
novelas showed cases involving alcoholism, homoaffective mar-
riage, elderly abandonment, rape, Parkinson’ s treatment, premature
dementia and heart transplants. Other examples were: digital bully-
ing, homophobia, a child adoption by atransgender character in the
telenovela Império; digital inclusion and criticism to the “ nem-nem”
generation® in the telenovela Geragédo Brasil; obesity in the tele-
novela Alto Astral; breast cancer in the soap opera Malhagdo. On
Record, the telenovela Vitéria showed social merchandising related
to handicap prejudice, bullying, sexual assault, Alzheimer’ sdisease,
return of Nazism, drug addiction, child labour and incest; the elderly
people were the theme of the TV film Manual Pratico da Melhor
Idade; the universe of orphans and the fight against child and teen
abuse were portrayed on the series Conselho Tutelar. On SBT, chil-
dren adoption was strengthened in Chiquititas.

1.5. Communication policies

In April 2014, after years of intense debate, the Civil Mark of
the Internet was finally sanctioned, establishing duties and rights to
the internet users in Brazil. Among the users guarantees, we find:
freedom of expression, register protection, privacy and protection of
personal data, preservation of stability, security, web functionality
and neutrality on the web. By the latter, all users have the right to
equality in the distribution of data traffic. The law still awaits regu-

% The term refers to young people between the ages of 15 and 18 who do not work
or study. See: <http://opiniao.estadao.com.br/noticias/geral ,a-geracao-nem-nem-imp-,
935944> Accessed on: February 26, 2015.



Brazil: a time of Brazilian series? | 121

lation. Another proposal put in by public consult by the federal gov-
ernment is the raise of digital TV numbers on smartphones, which
is at only 5%. The migration from the analogical TV system to the
digita is predicted to occur until 2018, initiating in April 2016.

1.6. Public TV

TV Brasil, the single public TV channel in the country, contin-
ued to show a low audience rating.’® It is important to highlight in
the fictional programming of 2014 the airing of the Angolan tele-
novela Windeck — Todos os Tons de Angola, afinaist in the category
of best telenovela at the 2013 International Emmy. Its exhibition
has the support of the Federal Secretary of Racial Equality Promo-
tion Policies to give visibility to positive representations of black
people.r” This is one of the ways for the network to fulfil its role
as a public TV, showing productions with a cultural aspect, cre-
ated by countries outside of the mainstream universe. Two other
premiere series addressed the theme of Brazilian religious diversity,
both winning two public bidding funds that happened in 2013: Entre
0 Céu e a Terra and Retratos de Fé.

1.1.Pay TV

Brazilian pay TV, one of the most expensive in the world, un-
folds its funding with on demand services offered by their chan-
nel, but encounters competition from the channels that produce and
distribute content through the internet, such as Netflix and Hulu.
In 2014, despite a decrease in growth rhythm, pay TV reached al-
most 20 million subscribers, with a growth of almost 8% compared
to 2013. Since 2011, under the so called “cable law”®, the chan-

% Available at: <http://rd1.ig.com.br/com-orcamento-bilionario-tv-do-governo-tem-au-
diencia-nula/> Accessed on: January 2015.

17 Available at: <http://tvbrasil.ebc.com.br/novelawindeck/sobre> Accessed on: January
2015.

18 The law numbered 12.485/2011, also known asthe Pay TV Law, hasthe main objective
of raising the production and airing of national content on pay TV stations. According to
the law, paid channels should transmit, during prime time, at least three and a haf hours
per week of Brazilian content. Half this quota must come from national independent
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nels have amplified their offering of Brazilian productions, which
resulted in a large increase of the independent production compa-
nies. Two tendencies observed in past Obitel Y earbooks are worth
remembering: the high numbers of subscribers that use pay TV to
watch broadcasting and the growing presence of dubbed films and
serieson pay TV. In 2014, two events positively influenced pay TV:
FIFA World Cup, which stimulated productions on national and in-
ternational sports channels, and the free political advertising time,
which raised the audience of many channels during their mandatory
exhibition on open channels.

National fiction on pay TV

Brazilian TV fiction continued to grow on pay TV in 2014,
being present on 11 national and international pay TV channels,
three more than in 2013. The national channels that produced fic-
tion for pay TV in the country were: GNT, Multishow, Viva, MTV
and +Globosat. The international ones were: HBO, Fox, Sony, FX,
MGM and Warner. The channels with most national fiction con-
tent were: Multishow, with 12 productions, GNT, with 9; and HBO,
with 3. Fox and MGM presented two fiction productions each, while
Sony, FX, Viva, MTV, Warner and +Globosat aired one production
each. We have seen, on the historical seriesof Obitel Y earbooks, the
year-to-year growth in the number of national production, thanks to
theincentive law. Pay TV, in 2014, showed 33 national fiction titles
comparing to the 23 showed in 2013, with a strong 47% increase.

As for genre, amongst the ten most seen Brazilian titles in
2014, the tendency for comedy (most sitcoms) remains. Seven are
comedy: Trair e Cogar é sd Comegar, Alucinadas, Fred e Lucy, Meu
Passado me Condena, Por 1sso Eu Sou Vingativa (Multishow), Meu
amigo Encosto (Viva) and Politicamente Incorreto (FX). Two titles
are drama: A Segunda Vez (Multishow) and Animal (GNT). Findly,
thereis one police dramatitle: Na Mira do Crime (Fox).

production companies, with no tiesto radio companies.
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1.8. Information and Communication Technology (ICT) trends
With the fast rise of on demand service users, the subscribing
services that offer part of the network programming for streaming,
like Globo.TV+ and Gshow (which provide exclusive web content,
such as webseries, videoclips and fashion, culinary and beauty tu-
torias), reflect this strategy which is also followed by some of the
Globosat channels.*® The channel Off and Canal Brasil, for example,
offer their programming online for subscribers. Also, these and oth-
er channels, such as SporTV, Combate and Premiere (all Globosat),
show live content through the internet for subscribers, following the
TV everywhere concept. Aiming to monitor the growth of this ten-
dency, Ibope Media announced for 2015 the first measures of on
demand content audiences. An interesting fact occurring in 2014
was the presence of Globo on Y ouTube, where the network makes
available promotional videos and teasers, but not entire programs.
Summarizing, we might say that 2014, year of FIFA World
Cup and the general elections, showed that open TV continues to
present audience fragmentation, boosted by the higher presence of
video on demand products and by the continuity, abeit in a slower
rhythm, of the growth of pay TV. Even though, open TV contin-
ues to be the main destination of advertising investment, revealing,
even amidst a context of transformation, its centrality among other
media. Another fact that should be highlighted in 2014 is the de-
crease of hours dedicated to the fiction genre in the television gen-
eral programming; at the same time we observe the growth of the
entertainment genre. Much of this growth is due to the production
of reality shows and programs derived from franchises, such as The

% Globosat, a Brazilian company part of Globo Group, is considered the largest program-
ming agency in Latin America It offers the following pay TV channels: GNT, SporTV,
SporTV2, SporTV 3, Multishow, +Globosat, Bis, Viva, Off, Gloob, Telecine Premium,
Telecine Action, Telecine Touch, Telecine Fun, Telecine Pipoca, Telecine Cult, Canal
Universal, Syfy, Studio Universal, Globo News, Canal Brasil, Megapix, Premiere, Big
Brother Brasil, Combate, Sexy Hot, For Men, Playboy TV, Private, Venus, Sextreme and
Canal Futura. Besidesthese, Globosat offers the following channels on demand: Globosat
Play, Philos, Telecine Play, Premiere Play, Combate Play, + Bis, Sexy Hot Play, BBB
Play.
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\oice Brasil and Super Star (Globo), Esquadrao da Moda (SBT) and
Master Chef (Band), among others.

2. Analysis of the year: national and Ibero-American premiere fic-

tion

Table 1. Fiction broadcast in 2014
(national and foreign; premieres, reruns and co-productions

NATIONAL PREMIERE TITLES - 39

Globo - 27 national titles

1. A Grande Familia — 14" season (series)
2. ATela (series)

3. Além do Horizonte (telenovela)

4. Alto Astral (telenovela)

5. Amor a Vida (telenovela)

6. Amores Roubados (miniseries)

7. Boogie Oogie (telenovela)

8. Didi e 0 Segredo dos Anjos (telemovie)
9. Doce de Mae — 2nd season (Series)

10. Dupla Identidade (series)

11. Em Familia (telenovela)

12. Eu Que Amo Tanto (Fantastico sketch)
13. Geragdo Brasil (telenovela)

14. Histérias do Futebol Carioca (Globo
Esporte sketch)

15. Império (telenovela)

16. Joia Rara (telenovela)

17. Malhagdo — 21st season (Soap opera)
18. Malhagdo — 22nd season (Soap opera)
19. Meu Pedacinho de Chéo (telenovela)
20. O Cagador (series)

21. O Rebu (telenovela)

22. O Tempo e o Vento (miniseries)

23. Pé na Cova — 3rd season (series)

24. Segunda Dama (series)

25. Serra Pelada (miniseries)

26. Sexo e as Negas (series)

27. Tapas & Beijos — 4th season (series)

Record - 8 national titles

28. Amor Custa Caro (unitario)

29. Conselho Tutelar (series)

30. Manual Prético da Melhor Idade
(unitario)

31. Milagres de Jesus (miniseries)

CO-PRODUCTION PREMIERE
TITLES -1

TV Brasil - 1 co-production
1. Descalco Sobre a Terra Vermelha
(miniseries — Brazil/Spain)

IMPORTED PREMIERE TITLES - 6

SBT - 3 imported titles

1. Meu Pecado (telenovela — Mexico)

2. Por Ela Sou Eva (telenovela — Mexico)
3. Sortilégio (telenovela — Mexico)

Band - 2 imported titles
4. Rosério (telenovela — Colombia)
5. Violetta (telenovela — Argentina)

TV Brasil — 1 imported title
6. Windeck — Todos os Tons de Angola
(telenovela — Angola)

RERUN TITLES - 14

SBT -9 rerun titles

1. AFela Mais Bela (telenovela —
Mexico)

2. A Madrasta (telenovela — Mexico)

3. Abraga-me Muito Forte (telenovela —
Mexico)

4. Café Com Aroma de Mulher
(telenovela — Colombia)

5. Esmeralda (telenovela)

6. Maria do Bairro (telenovela — Mexico)
7. O Privilégio de Amar (telenovela —
Mexico)

8. Por Teu Amor (telenovela — Mexico)
9. Rebelde (telenovela — Mexico)




Brazil: a time of Brazilian series? | 125

32. Onde Esta Vocé? (unitario)
33. Pecado Mortal (telenovela)
34. Plano Alto (miniseries)

35. Vitéria (telenovela)

SBT - 3 national titles
36. Chiquititas (telenovela)
37. E Natal, Mallandro! (unitario)

Globo - 3 rerun titles

10. Caras e Bocas (telenovel a)

11. Cobras e Lagartos (telenovela)
12. O Cravo e a Rosa (telenovela)

Record - 2 rerun titles
13. José do Egito (miniseries)
14. Milagres de Jesus (series)

38. Patrulha Salvadora (series)
NATIONAL PREMIERE TITLES: 39
TOTAL PREMIERE TITLES
(national, imported and co-
production): 46

TOTAL BROADCAST TITLES
(premiere and rerun): 60

TV Brasil — 1 national title
39. Entre o Céu e a Terra (series)

Source: Obitel Brazil

In 2014, counting premiere and rerun titles, 60 of them were
exhibited, being five more and a 9% growth rate in relation to 2013
and 2012, when 55 titles were presented per year. The premiere fic-
tions are leaded with great advantage by Globo, with 70% of the
titles, followed by Record, with alittle over 20%, SBT, with 7.5%,
and TV Brasil, with 2.5%. The fiction panorama of 2014 continues
to demonstrate an extraordinary prevalence in national production
premiere over imports. There were 39 national titles over 6 imported
ones, representing over 85% Brazilian premiere titles. On the other
hand, considering the period 2012-2014, we observe an important
growth of imported titles premiere that jumped from zero in 2012
to two in 2013 and six in 2014. In the same period, there was a de-
crease of rerun titles: 20 in 2012 and 14 in 2014.

About the total fictions exhibited in 2014, three highlights
are worth pointing out. The first is the 2014 International Emmy
Award for best telenovela won by Joia Rara (Globo, 2013-2014).
The second highlight is what seems to be the strategy being tested
by Record and SBT to turn their recurring audience into “audience
niches’. The first one is concentrating efforts on the production of
foreign telenovela remakes for children and teens, such as Chiqui-
titas (Telefe, 1995), while the second one is investing in the pro-
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duction of miniseries and telenovelas with biblical themes, such
as Milagre de Jesus. And the third highlight, which we will better
approach later on, is the progressive increase in fictions of short
seriaity (series and miniseries), which has surpassed the number of
telenovelas for thefirst time in 2014.

Table 2. Premiere fiction in 2014: countries of origin

Country Titles| % gg?sl;t;:s/ % Hours %
NATIONAL (total) 39 | 86.7 1995 83.4 |1345:45:00| 83.9
OBITEL COUNTRIES (total) | 5 | 11.1 360 15.1 | 227:45:00 | 14.2
('\:()Otm)OB'TEL COUNTRIES |y | 55| 37 | 15 | 30:00:00 | 19
Argentina 1 22 57 24 | 38:30:00 | 24
BRAZIL 39 | 86.7 1995 83.4 |1345:45:00| 83.9
Chile 0 0.0 0 0.0 0:00:00 0.0
Colombia 1 22 41 1.7 | 13:40:.00 | 0.9
Ecuador 0 0.0 0 0.0 0:00:00 0.0
Spain 0 0.0 0 0.0 0:00:00 0.0
USA (Hispanic production) 0 0.0 0 0.0 0:00:00 0.0
Mexico 3 6.7 262 11.0 | 175:35:00 | 11.0
Peru 0 0.0 0 0.0 | 0:00:00 | 0.0
Portugal 0 0.0 0 0.0 0:00:00 0.0
Uruguay 0 0.0 0 0.0 0:00:00 0.0
Venezuela 0 0.0 0 0.0 0:00:00 0.0
TOTAL 45 [100.0| 2392 |100.0|1603:30:00 |100.0

Source: Obitel Brazil

Thetotality of national and international premiere has reached
45 titles, with an amost 22% growth in comparison with 2013,
which had 37 titles. In terms of hours, 1,346 hours were exhibited,
17% more than in 2013. The number of chapters and episodes also
grew 19%.

National productions totalized 39 titles, an 11% growth com-
pared to 2013, when there were 35. There was a slight raise of 1%
in the number of chapters/episodes and of hours of transmitted na-
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tional fiction. In overal terms, we notice a growth in the number
of foreign imported productions from countries inside Obitel space,
which went from two in 2013 to five in 2014.

Table 3. Co-productions

CO-
COUNTRIES TITLES PRODUCTION | PRODUCER | FORMAT
COUNTRIES
Brazil .TV Brasi |~
Descalco Raiz ?\(;xéugoes
Obitel countries | Sobrea Terra Miniseries
Vermetha Spain V3
Minoria
Absoluta
TOTAL CO-PRODUCTION TITLES WITHIN OBITEL COUNTRIES: 1
Non Opltd 0 0 0 )
countries
TOTAL CO-PRODUCTION TITLES WITH NON OBITEL COUNTRIES: 0
Obitel + non
Obitel countries 0 0 0 .
TOTAL CO-PRODUCTION TITLES WITH OBITEL + NON OBITEL
COUNTRIES: 0
TOTAL CO-PRODUCTIONS: 1

Source: Obitel Brazil

A co-production between Brazil and Spain, the miniseries Des-
calco sobre a Terra Vermelha, is a partnership between the Brazil-
ian production companies TV Brasil and Raiz Producdes and the
Spanish TVE, TV3 and Minoria Absoluta. In three episodes, the
miniseries, exhibited by TV Brasil, narratesthe story of the emeritus
bishop of Séo Felix of Araguaia, the Spaniard Dom Pedro Casald&
liga, who fought for the liberation of political prisoners during the
military dictatorship. The miniseries obtained the awards for best
actor and best original soundtrack in the 27th edition of FIPA, the
International Audiovisua Programs Festival (France).
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Prime time, as in previous years, continued maintaining 100%
of national production and concentrated 55% of the total national
hours transmitted, almost 24% more hours than in 2013. Neverthe-
less, in the night dlot, there was a reduction of 52% in the number
of national fiction hours exhibited in comparison to 2013, which
can be attributed to the numerous programs having to do with FIFA
World Cup and the Elections. As for Ibero-American titles, Band
debuted in this slot the Colombian telenovela Rosério (Teleset). The
afternoon slot maintained the 23% average of fiction hours, where
SBT concentrated three imported fictions: the Mexican Por Ela...
Sou Eva (Televisa), Meu Pecado (Televisa) and Sortilégio (Televi-
sa). In the morning slot, having no fiction since 2011, Band showed
the Argentinian telenovela Violetta (co-produced by Pol-ka Produc-
ciones and Disney Channel Latin America).

Over the ten year course of Obitel, the telenovela has been the
format with the greatest quantity of titles. However, in 2014, the
number of series (12) almost reached that of the telenovelas (13),
and the formats of short seriality (series and miniseries), achieving
to 17, have aready surpassed it. In relation to 2013, there were three
series and two miniseries more. It is also worth noting, among all
the series, four of them were of the police genre, the largest number
observed in the last five years. Of these, the average was of merely
one series of this genre, in the midst of the preponderance of come-
dy. However, it isin the number of hours, the truly index that shows
the national production capacity, that the telenovela provesits hege-
mony, with aimost 80% of transmitted hours, followed far by series,
counting less than 10%. The national preference is aso confirmed
amongst the Ibero-American titles, all of telenovelas. Even consid-
ering the hegemony of the telenovela, we observe growing diversi-
fication of fiction formats, which can indicate a search for audience
segments that are identified with shorter narratives.
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Table 6. Formats of national fiction by time slot

Formats |MOTM| g [AftEr-1 o0 [ Primel o ot 9 | TO7| %
ing noon time TAL

Telenovela 0 00| 3 |429 9 818 1 48 | 13 [ 333
Series 0 00| O 0.0 2 182 | 10 | 476 | 12 | 308
Miniseries 0 00| O 0.0 0 0.0 5 |238| 5 [128
TV movie 0 00| 1 14.3 0 0.0 0 0.0 1 2.6
Unitario 0 00| O 0.0 0 0.0 4 [ 190]| 4 |103
Docudrama 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Others

(soap 0 00| 3 |429 0 0.0 1 48 4 |103
opera, etc.)

Total 0 00| 7 |100.0/ 11 |100.0/ 21 |100.0] 39 |100.0

Source: Obitel Brazil

Asin earlier years, prime time presents a larger volume of na-
tional fiction because of the large quantity of telenovelas exhibited
uninterruptedly, especially by Globo, during the whole year. In
2014, the time dot presented nine telenovelas, which covered over
80% of the dlot: seven by Globo, one by Record and one by SBT.
Two series were also shown, one on SBT and another on TV Brasil.
In the night slot, a larger number of titles and a diversity in fiction
formats can be observed. In 2014, of the 21 titles shown, almost half
were series: nine by Globo and one by Record. On thisslot, we have
still five miniseries, four unitarios, one telenovela and one sketch
on the variety program Fantastico, by Globo. The afternoon slot
showed three telenovelas, two seasons of Malhacéo, one sketch on
the program Globo Esporte and one TV movie, al by Globo. The
morning slot did not air any national fiction.

Table 7. Time period in which fiction is set

Time Titles %
Present 31 79.5
Period 3 7.7
Historical 4 10.2
Others 1 2.6
Total 39 100.0

Fonte: Obitel Brazil
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Once again, fictions set in the present are predominant (79%).
We also observe three telenovelas set in the past, Boogie Oogie,
Joia Rara (Globo) and Pecado Mortal (Record), two less than in the
previous two years. Also, there were four historical fictions: Serra
Pelada, O Tempo e o Vento (Globo, miniseries), Histéria do Futebol
Carioca (Globo, Globo Esporte sketch) and Milagres de Jesus (Re-
cord, miniseries). In the others category is Meu Pedacinho de Chéo
(Globo) of timeless features.

Table 8. The ten most watched titles: origin, rating, share

Country Name of
. of origin Chan-| scriptwriter or | Rat-
Title of idea or Producer nel | author of original | ing Share
script idea
1 |Amor aVida| Brazil Globo | Globo | Walcyr Carrasco | 41.03 | 66.75
2 | Império Brazil Globo | Globo| Aguinaldo Silva | 32.42 | 53.51
3 |EmFamilia Brazil Globo | Globo| Manoel Carlos | 31.41 | 51.96
4 |Amores Brazil | Globo |Globo| GeorgeMoura |29.67 |53.35
Roubados
Globo,
OTemmo e Nexus, Leticia
5 oner:E Brazil Panda and | Globo | Wierzchowski and | 26.22 | 50.22
Globo Tabgjara Ruas
Filmes
6 |Alto Astral Brazil Globo | Globo Daniel Ortiz 23.41 | 42.57
7 Eaaf’j?;& Brazil | Globo |Globo| ClaudioPaiva | 2308|4200
. Carlos Gregoério
g |émdo Brazil | Globo |Globo| andMarcos | 22.90 | 41.88
Horizonte )
Bersntein
A Grande Oduvaldo Vianna
9 . Brazil Globo | Globo |Filho and Armando| 22.51 | 41.90
Familia
Costa
Geracao . Filipe Miguez and
10 Brasil Brazil Globo | Globo 1zabel de Olivaira 22.17 | 38.62
Total productions: 10 Foreign scripts: 0
100% 0%

Source: Ibope Media— Obitel Brazil

Repeating the panorama observed over the last ten years of
Obitel Yearbook’s monitoring, all the titles that constitute the top
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ten are national productions by Globo. The first three places are oc-
cupied by the 9 p.m. prime time telenovelas, in order: Amor a Vida,
Império and Em Familia. Discussion on the factors of decrease in
telenovelaratingsin general requires acertain distance from the dai-
ly oscillations and the necessity to trace correl ations between factors
not yet well detected or taken into consideration—factors such as
recognizing a scenario of great fragmentation with growing offer of
content in diversified platforms (smartphones, smart TVs, tablets,
notebooks, desktops, pay TV) and the various combinations made
by the user (second and third screens), which necessarily create new
audience forms and habits to which there are still no appropriate
metrics. This outlined situation leads us to consider that, more than
therating, it is the share which most approaches to the true audience
of TV products. In this way, the data analysis is more comprehen-
sible and acceptable showing the telenovelas that occupy the first
three positions have been seen by 52% to 67% of thetelevisions sets
on; in the same way that the share of fourth and fifth placesis above
50% and the others’ (with exception of tenth place) is above 40%.

On Table 8 we point out the miniseries O Tempo e o Vento,
originaly debuted as a film in movie theatres and reformatted for
television, and A Grande Familia, the most long-lived series of Bra-
zilian television. Its last episode, exhibited on September 11, 2014,
was the second most viewed® in S0 Paulo and in Rio de Janeiro,
just behind the audience of the 9 p.m. telenovela, Império. The se-
ries had a 14 year run, with 485 episodes™ exhibited and figures
in the top ten in al the historical series of Obitel Yearbook. On
the miniseries Amores Roubados we will comment later in section
“Highlights of the year”.

20 Source:  <http://mauriciostycer.blogosfera.uol.com.br/2014/09/12/a-grande-familia-
tem-final-brilhante-com-homenagem-ao-elenco/>

2l Source: Estaddo. Available at: <http://cultura.estadao.com.br/noticias/tel evisao,a
grande-familia-exibiu-a-classe-c-antes-de-se-tornar-noticia, 1558053>
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Table 9. The ten most watched titles: format, length, time slot

Number Dates of
Title Format Genre of Chép'/ first and la§t Timedlot
ep. (in | broadcast (in
2014) 2014) (*)

1 |Amor aVida |Telenovela| Drama 27 Jan. 1-Feb. 1 | Primetime
2 |lmpério Telenovela| Drama 141 . 2;,1_ Dec. Primetime
3 |EmFamilia Telenovela| Drama 143 Feb. 3- Jul. 19 | Primetime
4 |2mMOres Miniseries| Drama 10 | Jdan.6-Jan.17 | Night

Roubados

O Tempoeo R .
5 Vento Miniseries| Drama 3 Jan. 1- Jan. 3 Night
6 |Alto Astral Telenovela| Romantic 51 Nov. 3-DeC. | e time

comedy 31

7 |Tapas & Beijos| Series Comedy 36 Apr. 8- Dec. 23 Night
8 A'e”.‘ do Telenovela| Adventure 106 Jan.1-May 1 | Primetime

Horizonte

A Grande . Apr. 10 - Sept. .
9 Familia Series Comedy 23 11 Night
10 | Geracéo Brasil | Telenovela Romantic 155 May 05- Nov. Prime time

comedy 1

Source: Obitel Brazil

About the format, the first three places are occupied by 9 p.m.
telenovelas, followed by two miseries and two series. For the first
time, over the ten year course of Obitel Y earbook, the five most seen
titles are of the drama genre. The following most seen genres are
comedy and romantic comedy, with two titles each. Asfor the time
dot, al the six telenovelas were aired on prime time; and the two
miniseries aswell asthetwo series, in the night slot. The data on the
table presents agreater diversity of formats and genres, leading usto
conjecture on possible changes in the audience preferences—trend
to be observed in the years to come. Relating to program duration,
there is a decrease in the average number of chapters/episodes in
the top ten, going from an average of 90 in 2013 to 69.5 in 2014,
resulted of the presence of two series and two miniseries.
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Table 10. Themes in the ten most watched titles

Titles PREVAILING THEMES (up to SOCIAL THEMES (up to
five most important themes) five most important themes)
Homoaffective relations
N Family relations; ambition; between men; autism; health
Amor a -
1 Vida vengeance; class prejudice; treatments (lupus, HIV,
marriage for interest. alcoholism, cancer); elderly
love; moral assault.
Power relations; family relations; Homoaffef:tlve rel "’.m ons )
- N - between men; gender identity;
2 |Império ambition; identity revelation; self- C e 2
homophobia; child adoption;
made man. . ;
blog journalism.
Family relations; infancy love; Rz_‘:\pe; homoaffective .
. ; L . relations between women;
3 |EmFamilia| homoaffective relations; jealousy; ) S
heredit heart transplant; alcoholism;
Y- Parkinson'’s disease.
Class prejudice; extra-conjugal
Amores T ) i .
4 Roubados relations; treason; vengeance; Modern coronelismo.
Northeastern wine production.
Family saga; formation of the state | The construction of the gaucho
O Tempo e ’ . ) o ) NS
5 o0 Vento of Rio Grande do Sul; wars and identity; women'srolein this
territorial disputes; ethnic disputes. construction.
Mediumship; brotherly rivalry; Spirituality; quackary;
6 |Alto Astral search for family origins; class | prejudice against obese people;
prejudice; misrepresentation. drug addiction.
Tapas & Friendship; extra-conjugal -
! Beijos relationships; love relationships. Feminine central role.
Alternative communities; search | Fight against the exploration of
8 Alémdo for aloved one; Amazonian people and natural resources;
Horizonte | culture; ethics in scientific research; | reading incentive; valorization
misrepresentation. of the Amazonian culture.
Family relations; relations between
A Grande : ) B - .
9 Familia neighbors; everyday life of working Everyday suburban life.
class families.
Connected society; digital “ " .
Geragéo natives; managing of technology Nem-nem” generation; pop
10 . S el culture; digital inclusion;
Brasil companies; company succession; o I
. digital communication.
celebrities.

Source: Obitel Brazil

As we pointed out in Table 9, for the first time over the ten
year course of the historical series by Obitel Y earbook, amidst the
top ten titles, the drama genre features in the first five places. This
fact, associated to the dominant social themes—family relations; ex-
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tra conjugal relations; class prejudice; misrepresentation; bastardry
—, clearly remits to the melodramatic matrix. Still, as we analyze
the social themes of the first five titles, we observe that this matrix
and its peculiar themes were renewed through issues that emerge
inffrom Brazilian society, such as homoaffective relations, gender
identities or even new faces of a power system — that some consid-
ered surpassed due to its archaism — based on the oppression of the
strong over the weak. The vitality and actuality of social themes
have been highlightsin the Obitel Y earbooks as the specific charac-
ter of Brazilian television fiction. Among these subjects, prejudices
and stereotypes of diverse kinds focused on a perspective that privi-
leges the comprehension and acceptance of social-cultural diversi-
ties. In short, of the tendencies observed in the fictions that debuted
in the year of 2014, we notice that the hegemony of nationa fic-
tional content on prime time remains unaltered and that telenovelas
continue as the main format of Brazilian TV fiction. Despite this,
we notice a progressive growth of the short seriality of series and
miniseries in the last few years, with implications that must extend
beyond the topic of the great diversification of fiction formats on
Brazilian open TV.

Table 11. Audience profile of the ten most watched titles:
gender, age, socioeconomic level

Socioeconomic

[)
- Chan- Gender % Age % level %
nel | Wom- 4-112-| 18- | 25- | 35-
Men 11117 | 24 | 34 | a9 50+ | AB| C | DE

1 |Amor aVida Globo | 62.7 [37.3|7.9(7.6|10.5(17.5|24.5/31.9(34.8|52.7|12.5

2 |Império Globo| 628 |37.2|7.5|7.5| 9.4 |17.4|24.2|33.9|34.8|53.0| 12.2

3 |EmFamilia | Globo| 629 |37.1|7.7|7.5(|10.4|17.3|23.9|332(35.3|52.3| 12.4

4 |Amores Globo| 612 |388|7.4|80|11.4|196|26.2|27.4|35.4|532| 114
Roubados

5 \?ezf;“poeo Globo| 605 |39.5|6.8|7.5|109|17.7|27.3|20.7|35.2| 54.0| 10.8

6 |Alto Astral Globo| 64.6 [35.4(7.8/83|9.1(16.1{23.1|35.6|31.7|54.8|13.5
7 |Tapas & Beijos | Globo| 62.6 |37.4|8.2|/8.9|11.6|18.6|24.7|28.0(35.1|52.6|12.3

8 Aler_ndo Globo| 64.2 |35.8(8.0/8.0(10.9(16.2(23.0{33.9(32.1{53.0(14.9
Horizonte
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9 ':a%'}ﬂr;de Globo| 623 [37.7|8.4/8.8|11.4/18.2{24.1/29.0|36.4|52.2| 11.5

10 |Geragéo Brasil | Globo| 64.2 |35.8(8.2|8.6| 9.9 |16.2{22.8|34.3(31.8|53.7| 14.4
Source: Ibope Media— Obitel Brazil

Among the top ten, the largest part of the audienceis still femi-
nine, with a general average of 63.8% women and 37.2% men. The
fictional genre which most attracted women was romantic comedy
(telenovelas Alto Astral and Geracéo Brasil), and, among men, it
was drama (miniseries O Tempo e o Vento and Amores Roubados),
reaffirming the traditionally preferred genres among the mascu-
line and feminine genders. It is important to note that the minise-
ries Amores Roubados, transmitted on the 11 p.m. slot, obtained its
largest audience among young people between 25 and 34 years old,
while the 7 p.m. telenovela, directed towards the same age group,
did not reach the same results.

Relating the socioeconomic levels, class C confirms to be the
preferential audience of TV fiction. The fiction with the highest
audience percentage among the AB class was the series A Grande
Familia, repeating earlier years' figures; for class C, it was Alto As-
tral, and for class DE, Alémdo Horizonte, both telenovelas of 7 p.m.
time slot, with lighter stories.

3. Transmedia reception

As a focus of interest in many analysis made in the last five
Obitel Yearbooks?, the tendency of change and the adoption of
transmedia strategies in production as well as in the reception of
television content continue to overcome expectations and provoke/
challenge audience creativity and participation. Emerging in this
context are the interactions, through socia networks, in which fans
comment and share television content by multitasking (Livingstone,

2 Transmedia reception was chosen as theme of the year in 2010 and, in the following
years, became a permanent topic in the event, sufficing the alterations in the international
televisual panorama.
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2011) and using their cell phones as second screens (Deller, 2011)%.
To measure audience participation on the internet in 2014, one of
the thermometers of fiction fans involvement consisted in the prac-
tice of shipping as a new form of relationship between these audi-
ences and fictional characters. The term “ship”, derived from “re-
lationship” and originated in internet discussion forums and social
networks, refers to the partial junction of character couples names
with which fans most identified (Amaral, 2014). In this way, “ ship-
ping” a couple consists in creating hashtags with character names
which will index content produced by fans on the web.

Perceiving thistrend, even Globo has stimulated shipping inits
official channels. On the networks website, we observe the use of
hashtags, videos and news contemplating and motivating the pro-
duction by fans regarding thefictional show Malhagdo. An example
of this practice occurred in the chapter aired on February 2, 2015,
when the character Pedro, in a romantic scene with Karina, says “I
can read the stars, and there | read perina forever”. Afterwards, we
watch a scene with Jodo and Bianca, in which the boy, in the midst
of adiscussion, says. “Look, I’m aready alittle paranoid. If you get
paranoid too, people will start shipping usjoanca”. In thisway, the
network incorporates the ships to the diegesis of the telenovela, rec-
ognizing its existence and dialoguing with the public who produced
it. So, we notice a strategic logic of feedback, by using the practice
and content produced by consumers of fictional television. We be-
lieve that this dynamic potentiated fan action and guaranteed the
spot that Malhag&o had in Brazilian transmedia reception in 2014.%

2 In the field of creating more accurate measuring of social network observation, we
point out the published results of Ibope-TV Ratings (ITTR) through Public ITTR in 2014.
ITTR measures repercussion of open TV network content on Twitter, through methods
that permit verification of the impact of messages and spectator involvement. For the
most part, these new forms of measuring corroborate our previous analysis, confirming
Twitter as the main audience interaction space of fictional television.

2 In terms of transmedia action, Malhacdo establishes many modalities of interaction
with its audience beyond the televisual context. Still in January 2014, Globo reduced
its actions on Facebook, concentrating the largest part of fictional content on only one
page (Gshow). One of the few fan pages that remained active on Facebook was Malha-



138 | Obitel 2015

Ship on the web: fan activism on Twitter

Accepting these premises, we opted to analyze on Twitter
shipped couples from two fictional shows: the juvenile soap opera
Malhacédo, which runsin the afternoon, and the telenovela Império,
shown on prime time and second place in the top ten of 2014. For
analysis, we chose: (1) the couples #perina (Pedro and Marina)
and #duanca (Duca and Bianca), from Malhacao; (2) the couples
#alfredisis (José Alfredo and Isis) and #malfred (Marta and José
Alfredo), from Império. The choice of fictions with different audi-
ence types, which potentiates a different understanding of the fans,
permitted that we observe examples of the shipping phenomenon in
a transmedia scenario.?® By searching the keyword #perina on the
search engine Topsy?, we obtained 58,863 results between Febru-
ary 12 and March 14, 2015. On the other hand, #duanca was cited
13,941 times in the same period. In the search for tweets that men-
tioned the hashtag #alfredisis, we encountered 7,489 results, between
the days of February 12 and March 14, 2015. On the other hand,
#malfred appears 18,779 times in the same period. It isimportant to
observe that this period chosen for analysis includes the last month
of the telenovela’ s run, with a highlight on the final week ending.

¢do — besides this social network, the soap opera also has an official page on Twitter. In
2014, the 22nd season went on the air, with which a virtual reality show was presented:
\océ em Malhagao. Also in 2014, Malhacdo was nominated for the second consecutive
year to the Emmy International Digital. Malhacg&o's official website presents exclusive
content for the internet. For example, avirtual tour in which oneis ableto transit through
the scenarios where the story happens. The official page also gives access to the 2ponto0
blog, to the page Zuera, and permits listening to the shows soundtrack. Still, thereis also
an online store, where show-rel ated products may be purchased.

2 We do not intend to compare the repercussion of the shipped couples in these fictional
productions for two main reasons: (1) the period of analysis for Império was the final
airing month, giving it exceptional audience and repercussion on socia networks and
through fans; (2) the fact that Malhac&o and Império do not share the same audience — di-
rected to younger audiences, it isonly natural that the soap opera receives more engage-
ment and interaction from the audience on social networks.

% The tool used to collect data analysis was Topsy, which quantifies the number of tweets
through certain hashtags. Topsy, nevertheless, restricts datato the limit of 30 days before
the search’s date. Confronted with this difficulty, we opted to analyze our object dur-
ing the last month of Império (February 17, 2015 — March 14, 2015), the same time as
Malhacéo.
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On Twitter, we notice a great popularity among the couples
#perina and #malfred, in Malhag&o and Império respectively. Pe-
dro and Karina are the main characters of the soap opera, which
makes their preponderance somewhat predictable. But Marta and
José Alfredo had their repercussion potentiated due to the actions
of their fans, as Isis (the young lover) was always presented as José
Alfredo’s “perfect counterpart”. Up to a certain point of the nar-
rative, Marta appeared as the antagonist, who plotted against the
coupl€e's happiness. In this way, it becomes noticeable that ship-
ping may contest what would be the “natural” development of the
narrative, stimulating dialogy in the relation between audience and
production. Repercussion reached among fans also depends on re-
ception factors and, mainly, on the strength that characters gain on
the web. Assaid previoudly, it isaretroactive and complex process.

The interaction through words that baptize couples made by
shipped characters spread on Twitter, but did not restrict itself to
this socia network. The fans also produced what is called fan vid-
eos, which consist of montage sequences with images of the shipped
couples accompanied by romantic songs. On Y ouTube, where many
of these videos are available, a search for the keyword #perina®
brought up 8,590 results. As on Twitter, the couple #duanca is nu-
merically inferior, with 2,090 results on that social network. On the
other hand, the term #alfredisis, referring to the telenovela Império,
had merely 91 references of related videos. Another popular net-
work among shippers® is Instagram, where hashtags were created
to identify both the profiles of the shipped couples as well as pub-
lished photos and videos related to them. The search on this social
network? identified 64,271 publications for the keyword #perina
and 9,771 for #duanca. For #alfredisis there were 825 results, and
507 for #malfred.

27 Data collection from Y ouTube on March 4, 2015.
2 Shipper isthe term that denominates producers of content referring to shipped couples.
2 Instagram data collection on March 4th 2015.
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Through studying the transmedia practicesinvolved in the ship-
ping of main character couples from the soap opera Malhagédo and
the telenovela Império, it was possible to notice not only the fans
engagement to these televisual productions but also the strategic use
of feedback by Globo, which looks to, in this way, maintain or in-
crease their productions potential. Thus, the adoption of transmedia
strategies in the production as well as in the reception of televisual
content continues to provoke/challenge audience participation and
creativity.

4. Highlights of the year

We return here to what was pointed out in the introduction
of this chapter to highlight the expressive increase of short serial-
ity formats that, for the first time in Obitel’s existence, surpass the
number of telenovela titles. The short story phenomenon seems to
reencounter the raison d’étre of ora culture in modern technology,
through which new media have made new forms of cultural expres-
sion possible on Twitter, Facebook, internet forums and Y ouTube.
Everything that can be said seems to have surfaced shorter, more
dialogic, more “spoken” forms of communication (written and
viewed). This raises questions on the short story phenomenon that
have gained strength in the last few years, by prospering in a specif-
ic social or historical context. In the case of the fictional genre, this
structuring impulse seemsto productively utilize shorter telenovelas
in a lower-than-3-digit number of chapters, the tensions between
continuity and discontinuity, and the dramatic arch of the episode
and the chapter.

Intending to fundament what is still awork hypothesis, we un-
covered the following data and chose three empirical cases consid-
ered the highlights of the year, all Globo productions. a short tele-
novela (Meu Pedacinho de Ch&o), a miniseries with great audience
and critic success (Amores Roubados) and a police series (Dupla
| dentidade).
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Telenovelas and series — Brazilian production
in thelast threeyears

STATIONS| GLOBO RECORD SBT BAND TV BRASIL
Tele- | Se- | Tele | Se- | Tele | Se- | Tele- | Se- | Tele | Se

Y ear K . . - ;
novela | ries| novela| ries | novela| ries [ novela | ries | novela| ries

2012 10 10 5 2 3 0 0 1 0 2
2013 9 9 3 1 2 0 0 0 0 0
2014 10 12 2 3 1 4 0 0 0 2
TOTAL 29 31 10 6 6 4 0 1 0 4

Among the ten most seen titles between 2012 and 2014, we
observe that the distribution was: eight telenovelas and two seriesin
2012; seven telenovelas and three seriesin 2013; six telenovelasand
four series in 2014 (all Globo's).

In the last three years, there has been an increase in the number
of series, along with a decrease in the number of telenovelas, as
follows: 18 telenovelas and 15 series in 2012; 14 telenovelas and
ten series in 2013; 13 telenovelas and 21 series in 2014. The same
occurred among the ten most viewed titles of the last three years,
al Globo productions. Thus, we go on to the highlight of the three
empirical cases.

Meu Pedacinho de Ch&o: the “fable novela”

Already in its first chapter, Meu Pedacinho de Chéo caused
great impact on the specialized critics, demonstrating the telenovela
was much more than a remake.* Meu Pedacinho de Ch&o brought
as a distinctive mark in terms of discourse and televisual language
a great confluence of styles, proposals, references and manners on
how to do television and/or telenovelas. Elements from diverse

% Theoriginal version, written by Benedito Ruy Barbosa and Teixeira Filho, shown from
August 16, 1971 to May 6, 1972, had 185 chapters and Dionisio Azevedo's direction. It
was co-produced by Globo and TV Cultura of Sdo Paulo, the first telenovela shown on
the 6 p.m. time slot for its plot was considered the first educational telenovela of Brazilian
TV. Thetelenovela suffered censorship for treating about themes tied to land ownership,
given that the country was under the military dictatorship (1964-1985).
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genres (television, dramatic, discursive) melded themselvesin such
away that it incited many to revisit the telenovela format. Thistele-
novela not only escaped time-space limitsinitsdiegesis but also did
thisin terms of aesthetics and of mise-en-scéne. Written by Benedi-
to Ruy Barbosa and directed by Luiz Fernando Carvalho®, the 96
chapter telenovela was shown from April 7 to August 1, 2014 at 6
p.m. Regarding the dramatic development, the telenovela marked a
structural concept in many different ways dueto its smaller quantity
of dramatic cores and characters, with merely 20. To Carvaho, the
artistic dimension given to the aesthetic and dramatic treatment of
Meu Pedacinho de Chéo was only possible because it was a “fable
novela’.*

The story has as its main plot starter the arrival of teacher Juli-
ana (Bruna Linzmeyer) at Santa Fé Villato lecture at the school re-
cently built by Pedro Falcdo (Rodrigo Lombardi). This provoked the
wrath of Coronel Epaminondas (Osmar Prado), the richest and most
influent man of the region, who saw education as arisk to his busi-
ness and power. The two most powerful men of Santa Fé represent
very distinct world views. Whilst Coronel Epaminondasis awealthy
landowner who pursues to find further ways of exploiting his em-
ployees and family members, Pedro Falcéo is a fair working man
who livesasimplelifeand who, in the past, gave up parts of hislands
to building Santa Fé. Moved by the desire to better people’s lives,
Pedro Falcdo hires the teacher to a phabetize the poor and unassisted
people of the faraway place. Filled with magical elements narrated
by Serelepe (Tomas Sampaio), a homeless orphan boy, the plot ac-
quires an aesthetic treatment marked by the costumes audacity and
the scenography that simultaneously remits to universal children’s
tales and the Brazilian popular imagery. The aesthetic concept and
the dramatic staging mix elements and compose a hybrid atmosphere

31 Meu Pedacinho de Chéo marked the return of the author to telenovelas after five years,
as well as the return of director Luiz Fernando Carvaho to telenovelas after over ten
years.

32 According to Carvalho' sinterview published in O Estado de S Paulo, p. C1, on March
11, 2014.
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in which the simple and sophisticated reread through the perspec-
tive of the most profound Brazilian popular culture is superposed
and melded with mass culture, giving way to polyphony and dialogy
(Bakhtin, 2003, 2005). In this hybrid atmosphere, voices and differ-
ent socia times are mixed, joined by theinterrelationship of timeand
space characteristic of complex societies. By dislocating not only the
most common space of Brazilian telenovelas — the urban axis of Rio
de Janeiro-Séo Paulo — but also by introducing the timeless aspect
to the narrative and emphasizing the dramaturgic aspect of the stag-
ing, Barbosa and Carvalho innovated by demonstrating new ways
of making television, betting on the construct of televisual poetics,
moved by aesthetic and discursive enhancement of the telenovela.

Amores Roubados

Exhibited from January 6 to January 17, 2014, in ten episodes,
George Moura s miniseries is freely based on a Pernambucan clas-
sic feuilleton — A Emparedada da Rua Nova, by Carneiro Vilela—
and is set in the Northeastern region caught between a geographic
scenario of a drought and the economic progress due to the fruit
cultivation through imported irrigation techniques. According to
the website Memaria Globo (2014), the challenge was to show the
contrast between modernization and the permanence of traditional
moral values. In the region, wineries produce beverages that are
exported and consumed in Brazil and throughout the world, while
contrasting with the day-to-day struggle to survive in the secular
aridity which is the reality of the Northeast. Seen through relations
between culture, territory and social roles, the miniseries represents
Northeastern culture forced into a tension between what is tradi-
tional and what is being modernized as a product of hybridization
and deterritorialization/reterritorialization of symbolic productions
as tendencies of the remodelling dynamics of local society (Garcia
Canclini, 1998).

It isin this scenario that the story of the young sommelier Le-
andro (Caua Reymond) happens, as he seduces three women, two
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of them (Antonia, played by Isis Valverde, and Isabel, by Patricia
Pilar) being the daughter and the wife of Jaime (Murilo Bendcio),
owner of the winery where Leandro works and to whom he dedi-
cates notorious trust. But, upon discovering his wife's involvement
with Leandro, Jaime orders his death. If, through a mythical per-
spective, Leandro’s death is the fruit of hislove for Antonia, on the
other hand, it is the consequence of the discovery of his involve-
ment with Isabel by Jaime, who planned to kill the main charac-
ter as aresponse for attacking his honor. In this sense, we observe
the representation of a frontier scenario: a contemporary Northeast
that still carries moral concepts from the past such as coronelismo.®
The figure of Jaime embodies this Northeastern modernized coro-
nelismo. It isin this frontier, between tradition and modernity, that
Northeastern culture is represented in the miniseries. Even though
authoritarian domination as a result of coronelismo is present, the
Northeastern scenario ceases to be seen as a place of isolation, of ab-
sence and shortage, and goes on to be represented as an autonomous
organism and as being economically promising.

But, above al, we believe that Amores Roubados had huge re-
percussion because it reviews the feminine figure and, at the same
time, the masculine one as well. If previously we were accustomed
to the cinematographic and televisual Northeastern representation
that typically presented the isolation and oppression in the region,
now the miniseries construes a modelization of new times and re-
formulates the story suggesting the actual decay of oppressing patri-
archal society and the rise of the woman as a central figure in these
new times.

It will not be the coronel’s daughter who will die for getting
pregnant by a young seductive man, employed by her father, but it
will be the father himself who shall die, even though he is a mod-

3 Known as the “rule of the coronels’, the term referred to the classic boss system under
which the control of patronage was centralized in the hands of alocally dominant oligarch
known as a coronel, particularly under Brazil's Old Republic (1889-1930), who would
dispense favorsin return for loyalty.
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ernized coronel, as well as the young seducer, and whose deaths
seem to symbolically suggest the necessity of surpassing patriarchal
domination as well as presenting a possibility of emancipation from
masculine power. The emergence of the new presents itself at the
end of the story through the mix of determination and solidarity be-
tween mother and daughter, both seduced by the same young man,
and with the birth of an heir, product of a sincere passion between
the daughter and the young seducer.

Police series

In 2014, Globo launched three police and suspense dramas. A
Teia (ten episodes), O Cacador (14 episodes) and Dupla Identidade
(13 episodes), the most elaborate of these projects. Their model is
that of the US police series, with main characters that have defined
dramatic arches: good guys and good girls in the search for an ab-
stract universal truth (Mittell, 2004) no matter what. In its narrative
construction, it praises the role of the institution, the fight against
corruption and violence, political pressure, and the personal effort
of the main character police men in solving crimes and punishing
bad guys. With its language closer to cinema, O Cagador presented
a typical melodramatic development, with the good guy being be-
trayed by his own father, dating his sister-in-law, conflicting with
his brother. A Teia and Dupla Identidade sought to focus the plot
on the police investigation, breaking with the typical melodramatic
aspects.

The series Dupla Identidade, with a second season on the way,
was the first to be shot in 4K technology with ample possibilities of
aesthetic effectsin editing, also having greater appeal in theinterna-
tional market. Created by Gloria Perez, Dupla | dentidade was based
on the Hollywood criminal series format and sought to represent
not only the nation, but also the regional in a global context. On
scene, psychopath Edu Borges (Bruno Gagliasso) plays a danger-
ous game with psychologist Vera Muller (Luana Piovani), former
FBI staff, who represents a new form of police investigation in the
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corporation, being widely criticized by her colleague Dias (Mar-
cello Novaes). As an intercultural narrative, in the sense attributed
by Garcia Canclini (2006), the series stands out from telenovelas
not only due to the characters and plot’s elaborate aspects, but also
due to the use of cinematographic narrative technique, with visual
effects and an uncommon framework for television. Directed by
Mauro Mendonga Filho and René Sampaio, the series was widely
promoted through teasers, making of and eight webdocs, available
on the streaming service by the network, Gshow. Both, documen-
tary and series, approach the seria killer theme, absent from Bra-
zilian dramaturgy and from police chronicles, reaffirming the plots
authenticity. Crimina narratives are an important part of this new
realist trend (Lopes; Vilches, 2007) that has been spreading towards
other fictional series, which are deliberately leaving the “ chapter”
model behind. Garcia Canclini (2003) suggests the term intercultur-
ality to define the relations between imaginary and identity in Latin
America. Interculturality would include forms of exchange between
cultures, a mix of forms, of ways of productions, articulating new
meanings. Dupla Identidade mirrors the conflicts resulting from the
urbanization of the world. The end of the series, with the revelation
that Edu has double citizenship and had committed crimes in the
USA, accentuates this aspect. The image of the serial killer sitting
in an electric chair strengthens the association of the narrative and
its protagonist with television Hollywood cinema.

The examples brought in thistopic point directly to the scenario
of transformation that Brazilian fictional production is undergoing.
Globo’ sinvestment gained strength in 2014, with the production of
series and miniseries meeting a trend that has been affirming itself
in the international market, without giving up their main product:
the telenovela. In this sense, we point out the importance of Globo
investing in shorter telenovelasin duration and with lean plots, sig-
nalizing the importance of experimenting with new possibilities of
telenovela formats. And, furthermore, based on our data, identifying
that for the first time the number of series has surpassed the number
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of telenovelas, we put forth our hypothesis (still a work hypoth-
esis) about a cycle of “short stories’ that corresponds to what we
call “short seriality”, which seems strongly potentiated in a specific
communicational, social and historical context.

5. Theme of the year: gender relations in the television fiction

Considered in their social and political amplitude, the sexuality
transformations that mark modernity, especialy in the 20th century,
are, according to Giddens (1993, 2002), complex historical process-
eswhich involve the constitution of self-identity in contextsthat are
becoming more and more marked by the reliability in abstract sys-
tems. The author considers sexual identity, or self-identity in amore
ample sense, as a project conducted midst a profusion of reflexive
resources: therapy, self-help manuals of al kinds, television pro-
grams and magazine articles that help to build a coherent narrative
of self in relation to the future (Giddens, 2002). According to the
author, among the narratives that provide elements for the constitu-
tion of a coherent narrative (and a structuring one) of self we find
the telenovela. Telenovelas contain a mix of predictability and con-
tingency that is dlightly disturbing, but, at the same time, reassur-
ing. They offer mixes of contingency, reflectivity and destiny. The
form counts more than the content; in these stories, we are given
a sense of reflective control over life's circumstances, a sensation
of a coherent narrative that is a reassuring equilibrium towards the
difficulties of sustaining the narrative of self inreal socia situations
(Giddens, 2003).

In Foucault’ s understanding (2007), the sexuality built and dis-
cursively constrained by the “intrinsic mechanisms of power”, was
violently repressed in modernity by the social institutions (govern-
ment, church, family) and only gradually could we speak freely of
sex and accept itinitsreality. And the duality present in discussions
on masculinity and femininity also depict the power relationship be-
tween men and women (Scott, 1995). The notion of gender is part
of an broad cultural process and regards to symbolic constructs that
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include objective and subjective orientations for definition of mas-
culine and feminine (Torre, 2005). Through understanding gender
as a cultural and discursive construct, or even as a part of the great
reflective project of self, we may notice in media, such as in the
telenovela, alternative exercises on gender as a field of expression
in permanent formation and transformation, articulating production
and reception through diverse discourse resources and registers.

Romantic love and confluent love: gender and sexuality in the
Brazlian telenovela

As a thematic construct, until the 70s, gender representation
on Brazilian television was based on the heteronormative and bi-
nary conception (man and woman). Even though the presence of
homosexual character was becoming more and more frequent, it is
only recently that we observe the use of these characters as protago-
nists and as having romantic relationships (Fernandes, 2014). This
change in how to approach and construct homoaffective characters
highlights important structural and thematic transformations on
narrative fictional construction, providing a treatment increasingly
informative, anti-dogmatic and in favor of tolerance and respect to-
wards minorities (L opes, 2009). In the present decade, we recognize
gender diversity in the characters development and in compl ete dra-
matic cores*, which interact with the legal advances being obtained
in terms of the recognition of homoaffective civil union and of ho-
moaffective couples right to adopt.

Intending to analyze gender relations in present day telenove-
las, it is important to consider romantic love, constantly present in
melodrama. Mainly centered on the search for a soulmate and on
the perpetual love sentiment, romantic love bases on the continuous
search to meet the masculine counterpart, which would validate fe-
male auto-identity. Nevertheless, feminine emancipation® impacts

34 See discussion on this theme in Obitel Y earbook 2012 (p. 176-177).
% In Brazil, the penal code included, among the types of qualified homicide, feminicide,
defined as the murder of women due to gender motivation, foreseeing a raise in one third
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thisideal of romantic love, generating relationships based more on
equality and intimacy than on subordination and conform to the law.
Giddens (1993) calls “plastic sexuality” a sexuality that is detached
from reproductive necessities to define conditions of relative equal-
ity without traditional matrimony and which goes on to refer to ho-
mosexual relationships as well as heterosexual ones. It is what this
author callsa*® purerelationship”, which can be perceived as a mate-
rialization of confluent love, that is, it only persists while both parts
consider that they are able to extract from it sufficient satisfaction,
for each oneindividualy, to remainin it (Giddens, 1993).

In Brazil, Priore (2005) considers that, since the 60s, televi-
sion has played an essential role in the transformations observed in
romantic relationships. In a permanent dialogue with these trans-
formations, television acts overal on the diffusion of new images
of gender, behavior, family and romantic relationships, producing
meaning through tolerance and acceptance of differences.

On Globo, three recent and consecutive telenovelas on prime
time—Amor a Vida (2013-2014), Em Familia (2014) and Império
(2014)—Dbrought up the complexity of family and love relationships
and discussed through its main characters the ambiguous behavior
of Brazilian society towards traditional family values and the new
family arrangements brought on by sexua and gender diversity.
For case study purposes, we chose Império, which offers a gallery
of characters and situations that permit drawing out an everyday
analysis of romantic relationships subjected to a plurality of social,
sexual, moral and any other injunction.

of the penalty in certain situations. The law project was approved by the Brazilian govern-
ment in March 2015. Source: Judicial Consulter — News Bulletin. Available at: <http://
www.conjur.com.br/2015-mar-03/camara-aprova-tipificacao-feminicidio-codigo-penal>
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Telenovela | mpério®

Aguinaldo Silva s narrative is focused on the life of Commen-
dator José Alfredo Medeiros (Alexandre Nero), a self-made man
who got rich by exploring diamonds and selling jewelry by Império,
afamily company that he founded. He is a powerful man who con-
ducts his business and family with an iron fist. On the telenovela,
there are no stable classifications, but the exploration of a notable
variety of constructs, in reference to sexual orientation, gender iden-
tity and family arrangements. Due to their main rolesin the plot, we
will focus our attention on three cores: Xana (Ailton Graga), Clau-
dio Bolgari (José Mayer) and José Alfredo.

The crossdresser®” character Xana (Ailton Graga) appears to be
40 years old, is black, tall, with an extravagant style, dresses and
acts like a woman; possesses an effeminate voice, even though he
demonstrates interest in another woman, Nané (Viviane Araljo),
with whom he lives. The ambiguity of the character begins with the
name Xana®, to which other characters refer as both a masculine
and feminine name. The character, according to Aguinaldo Silva' s®*
blog, isbased on areal person who lived in suburban Rio de Janeiro.
Xana owns a beauty salon and a boarding house in the neighbor-
hood of Santa Terezain central Rio de Janeiro, where he lives with
homoaffective friends. Xana, who used to be amale nurse and spent
some time in the military, presents at certain times in the narrative
attitudes and a behavior correspondent with the masculine gender,
in this way opposing his prevalent gender in the plot: the feminine

% We used, for character analysis, asynthesis of the methodology of investigation on tele-
vision and genre developed and used in the Gemma (Gender and Media Matter) observa-
tories, directed by Milly Buonanno, and in the Ofent (Observatorio de Ficcién Espafiola
y Nuevas Tecnologias), directed by Charo Lacalle.

37 A person that possesses a feminine gender identity and that, due to this, wearswomen’s
clothing. But who isn’t necessarily attracted to people of the same biological sex.

%8 Vulgar denomination for the female sexual organ. The word can also be understood
as a shortening of the word bichana, which has the same meaning and is used to refer
pejoratively to ahomosexua man.

% The author’ s blog was one of the most active on the social networks, through which the
author not only interacted daily with fans but al so discussed the telenovela’ s devel opment
whileit was still on the air.
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one. Xana wishes to have a family and judicially marries Nana, so
he can adopt a child.

Claudio Bolgari, on the other hand, is a mature, elegant, high
social class man, an entrepreneur in the events branch. He is mar-
ried to Beatriz (Suzy Rego), with whom he has two adult sons, but
also maintains homoaffective relationships with the acceptance of
hiswife. Enrico (Joaguim Lopes), his older son, breaksties with his
father upon discovering the homoaffective relationship of Claudio
with Leo (Kléber Toledo). Practically throughout the whole plat,
Claudio demonstrates preoccupation in conserving the image of the
hetero-affective family father. It isal so interesting to notice not only
the diversity of family arrangements, modifying the conception of
the family nucleus as the happiest and most common one, but aso
the partner fidelity (Priore, 2005). The homoaffective extra-conju-
gal relationship of Claudio and Beatriz's acceptance, as a faithful
wifewho supportshimin all hisdecisions, put to the test monogamy
and the definition of arestricted sexual orientation. But also shines
alight over the role of awoman and mother confronting a situation
in which the desire to maintain the harmony of the household sur-
passes her own romantic satisfaction or the monogamous situation
of a traditional marriage. To Giddens (1993), sexuality works as
a malleable aspect of self, a point of primary connection between
body, auto-identity and social norms. In this sense, Claudio and
Beatriz's identities develop along the entire plot, culminating in
the final chapters with a decision on Beatriz's part as well as on
Claudio’s. He assumes a homoaffective relationship openly and she
launches herself into anew hetero-affective relationship. Inacertain
sense, both pass from the “happy forever” relationship to the “pure
relationship” we explained earlier.

The main family in the plot, composed by José Alfredo de
Medeiros and Maria Marta Medeiros de Mendonga e Albuquerque
(Lilia Cabral) and their three legitimate sons, exists merely in ap-
pearance. The couple sleepsin separate rooms and both have lovers.
The family fights constantly for power and money at the Império
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company. An elegant man, apparently about 50 years old, José Al-
fredo lives with his wife and three sons, while maintaining 20 year
old Marialsis (Marina Ruy Barbosa) as his lover. He is also father
of Cristina, born from aromance in his youth, who, after recogniz-
ing paternity, becomes his main aly against his declared and non-
declared enemies. Born in the Northeast of Brazil, with a humble
background, he is a man known for his asperity towards other peo-
ple, having little friends and a fame for being a conquistador. His
way of speaking, like his manners and tastes, counters the refine-
ment of MariaMarta. Heisthe family provider and directs hishome
and company with absolute authority. In hisrelationship with Maria
Isis, hisyoung lover, she attends to al his wishes. For the most part
of the telenovela, she appears selfless and in love, as is the typical
romantic love. Asthe plot develops, Marialsis becomes more inde-
pendent, though maintaining her main objective of personal realiza-
tion, marrying or having a stable union with José Alfredo. Maria
Marta, José Alfredo’s wife, descending from a traditional family,
is decisive, firm, sophisticated and seems to be 50 years old. Her
network of social relations helped her husband acquire success and
fortunesin his business. She maintains extra-conjugal relationships.
She is a present mother, interfering in the lives of her adult sons.
Maria Marta maintains her marriage also due to the necessity of
securing the survival of her business with her husband, but the plot
will later reveal that her main motivationisher love for José Alfredo
and the desire to have a monogamous and permanent relationship.
The character shows an oscillation between romantic love and con-
fluent love, its ambiguity and complexity.

The three families represent the importance of the family nu-
cleus as a beacon element for romantic, social and institutional re-
lations. However, such a nucleus is composed by possibilities of
relationships that challenge constructs based on patterns of gender
heteronormativity and romantic relationships. Even so, with regards
to heteronormative love, we observe that its success depends on a
more delicate and condescending femal e representation towards the
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figure of the man, as demonstrated by Beatriz and Marialsis, in op-
position to Maria Marta. It is worth noting that these varied family
formations and new forms of relationships configure the end of the
nuclear family. As Giddens (1993) shows, the nuclear family gener-
ates adiversity of new family ties associated, for example, to the so
caled recombined families. José Alfredo sustains the house with
his family, but has a mistress and an illegitimate daughter; Xana
dresses like a woman, but uses men’s clothing so that he can adopt
achild and have romantic feeling towards Nan&; Claudio Bolgari is
married to Beatriz for the most part of the plot, values hisfamily and
children, but maintains homoaffective relationships with his wife's
consent.

These interpretations indicate that, in the present state of Bra-
zilian society, in accordance to the analyzed telenovela, diverse
forms of family arrangements and ambivalent gender identities ex-
ist ssimultaneously and are built through mediation and negotiation
deriving from love and intimacy.
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1. Chile’s audiovisual context in 2014

The Chilean television industry experienced a rea crisis dur-
ing 2014, one so hig that the CEO of Mega—the only channel that
earned profits and was first in ratings—went on to say that it has
been ayear to forget in the television industry, referring to the poor
performances of the other six TV stations. Despite this, it was a
year with many new developments regarding programming. The
transmission of 2014 FIFA World Cup Brazil did not cause as much
impact on audience and media analysts as did the emergence of
Turkish telenovelas on Chilean screens. While the two main televi-
sion channels produced and programmed thriller-like, suspense and
police-themed telenovelas, Mega opted for romance and traditional
keys of the genre, using a non-traditional source: Turkey. A chal-
lenge and arisk, considering that the audiovisual codes and the act-
ing are different from Chileans, but one that paid off very well, both
for the audiences and Mega. The consequences for the competition
began to appear during the second half of the year, and found their
highest point—at least until now—yby the end of 2014, and in the
early days of 2015. Therefore, we decided to discuss in depth the

! The authors also thank the collaboration provided by Algjandra Pavez and Fernando
Acufa
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subject of Turkish telenovelas, both on the highlight of the year sec-
tion asin the specia theme for this Obitel report.

1.1. Open TV in Chile

Chart 1. Open TV national stations

Channel Type
TVN Public, but exclusively advertising-funded

Private. Chilean business group Luksic: 67%, Pontifical Catholic
University of Chile: 33%

Chilevision  |Private. Time Warner, through Turner Broadcasting System

Canal 13

LaRed Private. It belongs to the Albavision Group

Mega Private. Bethia Group, one of the controllers of the Falabella holding

Telecanal Private. It belongs to Inversiones Alfa Tres, (linked to Albavision)

ucv Private. Pontificia Universidad Catélica de Valparaiso
Public channels: 1

Private channels: 6 (one of them is a university channel)

Graph 1. TV audience by channel in 20142

Household | % of | % of
Channel ratings | total | open
(%) TV TV
Canal 13 5.8 13.6 21.3
CHV 59 140 | 218
BcCand 13 |f\ega 72 169 | 264
23 N TUN 57 | 133 | 208
[l Mega
BTN ucv 0.7 16 25
= 21.8% B ucv LaRed 1.6 3.7 5.9
26.4% M LaRed Telecanal 0.4 0.8 13
1 Telecanal || Total open
v 27.2 64.0 -
Pay TV 15.3 36.0 -
Total pay
and open 425 100.0 | 100.0
TV

Source: Ibope Media Chile

2 24 hours aday household rating.
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Graph 2. Offer by genre in TV programming in 2014

Program- Broad- |, % of
ming cast t/iomoé au-
genres hours® dience
Fiction 20104:15| 37.8 | 417

M Fiction -

B Information Information |12068:10| 22.7 | 37.0

Entertainment Egnet”a' " |10049:20| 189 | 85

M Services

B sports Services 6382:40 | 120 | 7.3

[ Others Sports 861:15 | 1.6 | 12
Others 3710:50 | 7.0 4.2
Total 53176:30| 100 100

Source: Ibope Media Chile — Obitel Chile

Thebig picture offered by the previous charts and graphs shows
Mega as first in audiences, while last year it was fourth. Also, the
share of fiction audience grows strongly at the expense of entertain-
ment and information. This shows that TV fiction consumption is
not in crisis, compared to other genres, but, as we shall see, thereis
a rearrangement of the weights of the actors and the entry of new
ones.

While there are no changes in the structure of the industry of
open TV in Chile, some decisions made the previous year had sig-
nificant effects during 2014. In 2013, the Bethia Group, controller
of Mega, decided to reformulate the channel, hiring new executives
from TVN, Cana 13 and even Chilevisiéon. This migration of pro-
fessionals and other employees destabilized some areas from the
rest of the channels, especially the state-owned, as we will see later.
The plan of Mega, with duration of five years and an investment of
US$ 37 million*, also had effects on the screen and in the audience:
they decided to address a niche left aside by Chilean telenovelas

3 Timein this and the following tables are rounded to five minutes.

4PLANT,I.(2015). El afio pasado fueuno paraolvidar enlaindustriatelevisiva. LaTercera,
04/04/2015. Available at: <http://www.latercera.com/noticia/entretencion/2015/04/661-
624087-9-director-gj ecutivo-de-mega-€l-ano-pasado-fue-uno-para-ol vidar-en-la-indu-
stria.shtml>
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and which those of Turkish origin occupied with great success. This
made Mega, which had finished 2013 in fourth place, to rise to first
place the following year. In addition, the investment plan envisages
the construction of four studies of fiction, a new area of produc-
tion, renovation of the existing facilities, a new press department,
storehouses and a studio for programs with audience, so changes
are also expected this year. A different situation is the one experi-
enced by Chilevision, which faced once again the delay of its new
officesin aformer textile factory specially renovated to become one
of Chile’'slargest TV factories. The channel expected to moveto the
new building in the first half of 2014, so it sold its current depen-
denciesto Canal 13. As deadlines were not met, both stations had to
reach an agreement and, after Chilevision paid afine, it managed to
extend its stay inits old building®, as a neighbor of Canal 13.

1.2. Audience trends in 2014: the tremor of the low audiences on
television

As we have seen, the arrival of Turkish telenovelas to Chilean
screens and its high levels of audience caused atremor in the indus-
try, which also altered the financial balance sheets of open televi-
sion. Thefirst affected was Mega, the channel that opened the doors
to Turkish productions. Unlike 2013, when the losses amounted to
almost six million dollarsin the private station, in 2014 Mega prof-
its amounted to US$ 7.9 million. The effect of the Turkish success
and low audiences was felt in the rest of the channels: Chilevision
ended the year with US$ 12.5 million losses; Canal 13 lost almost
US$ 32 million; while the state-owned channel, Television Nacio-
nal (TVN), lost US$ 10.5 million.®

5 OBILINOVIC, D. (2014). Millonesy rating: el complejo afio dela TV chilena. Mien-
tras que un canal tiene un suceso de rating, las otras sefiales enfrentan una crisis de
audiencia. La Tercera, 11/02/2015. Available at: <http://www.|atercera.com/noticia/
entretencion/2014/11/661-602866-9-mill ones-y-rating-el-complgjo-ano-de-la-tv-  chile-
na.shtml chilena.shtmlchilena.shtmlchilena.shtml>

6 FRIAS, T. (2015). Mdlditas turcas: la grave consecuencia que tiene a las teleseries
nacionales a la baja. Cambio 21, 04/12/2015. Available at: <http://www.cambio21.cl/
cambio2l/site/artic/20150410/pags/20150410121450.html>
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The production cost has much to do with the economic results
of Chilean television. Although we will see it in greater detail be-
low, we can anticipate that, while a chapter of atelenovela produced
in Chile costs an average of US$ 40,000, a chapter of a Turkish TV
series has a value of US$ 1,600, including the translation of the
script and dubbing, which are made in Chile.” This difference ex-
plainswhy productions such as Caleta del Sol and No abrasla puer-
ta, both from TV N, had losses as they did not exceed the 20 rating
pointsrequired to ensure any gain. Thesefactsand the low rating are
part of the causes of the million-dollar losses of the station during
2014. However, Chilevision had already decided to embark on the
most expensive production made in Chile, Sudamerican Rockers,
which tellsthe story of the early years of the Chilean rock band Los
Prisioneros. Each chapter had a cost of US$ 360,000.8

As aready indicated, the situation of Canal 13 was not differ-
ent. Its controller is the Chilean businessman Andrénico Luksic,
who personally entered the television business without involving
any of hisbusiness in the operation. The risk of losing almost US$
20 million because of alawsuit filed in 2013 by afood industry com-
pany, following a news report by which the company felt wronged,
coupled with low audiences, would have made that the owner of the
channel began to look for a partner, according to El Mostrador®, an
online newspaper, but nothing concreted during 2014.

Thus, 2014 was a complex year for the Chilean television in-
dustry, whose screens clearly showed the complexity of managing
an environment in constant change. In the words of Patricio Hernan-
dez, CEO of Mega: “Chilean television is facing a historic juncture.
With the resources that advertising can provide, in acountry with 17

" The trandlation of the Turkish telenovelas scripts and dubbing are a product that Mega
began selling, after agreements and negotiations with the producer of the contents origi-
nated in Turkey.

8 See note 5.

9Weissman, |.; Elgueta, E. (2015). Andrénico Luksic buscasocio paraCanal 13y apuesta
acompartir riesgos en lacomplejaindustriade la TV. El Mostrador, 12/22/2014. Avail-
able at: <http://www.elmostrador.cl/pais/2014/12/22/andronico-luksi c-busca-socio-para-
canal-13-y-apuesta-a-compartir-riesgos-en-la-compl g a-industria-de-la-tv/>
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million people, we are today competing with worldwide big televi-
sion producers. We do not compete among four or five channelsin
Chile, we are competing with the best series produced in the United
States and Europe, with entertainment programs that arrive through
various digital platforms, through Netflix and pay TV. It isa small
country with a small advertising market and we have to produce
world class content; this, added to the fact that there are also four big
channels, has led to a pressure on the cost structure, making 2014 a
year to forget in the industry in terms of results’.

Therefore, the fact that Turkish telenovel as have emerged inthe
Chilean screen isframed on two phenomena: supply and increasing-
ly global accessto audiovisual content for television through differ-
ent platforms, which makes the audience to care morefor the quality
of the content and stories narrated in such products, regardless of
where they come from. In this regard, Juan Ignacio Vicente, Mega
international content manager, goes further, highlighting the fact
that the Chilean audience has learned to read the audiovisua codes
of Turkish productions, where acting guides the story, even more
than the dialogue in some scenes'®, aswe will seein detail later.

1.3. Advertising investments of the year: in TV and in fiction
Executives of Chilean television channels are categorical and
know that success is cyclic. In an industry where seven stations
compete for audience and four of them take turnsfirst, 2014 wasthe
year in which the podium corresponded to Mega. However, the eco-
nomic slowdown made the advertising investment to be, at the end
of 2014, 5.5% less that the previous year according to the Superin-
tendency of Securitiesand Insurance.** Thus, TVN fell 3.8%; Canal
13, 13.9%; Chilevision, 14.4%; and La Red, 13%. As proven so far,
the only winner is Mega, with adifference in its favor of 23.5%.12

10 Sefiadd UC. (2014). Interview with Juan Ignacio Vicente Marco. Viernes de Medios. TV
program of the Faculty of Communications of the Pontificia Universidad Catélica de
Chile.

1 Obilinovic, D. Op.Cit.

21hid.
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However, officia data on Chilean advertising in 2014 are not
yet available, so the analysis has to be done with those of the previ-
ous period. In any case, the figures were not auspicious, because,
in 2013, investment in open television showed a decrease of 0.4%,
reaching 42.7% of the total media advertising, with an investment
of US$ 607 billion. Despite this, total figures for advertising dur-
ing 2013 aimed at a 2.5% increase for 2012, which is basically ex-
plained by theincrease of mediain general that allows reversing the
decline in investment in open television and newspapers.®

1.4. Merchandising and social merchandising

The use of fiction as communicational support for policies or
public action programsis not significant in Chile, and it is necessary
to go back at least adecade in time to find relevant examples.

The commercial use of fiction usually happens through product
placement, which has been a common practice in the last 20 years.
Thus, in 2014, there was no distinguished innovation.

1.5. Communication policies: countdown to digital switchover

On April 15 of this year, the regulation for the implementa-
tion of digital terrestrial television in the country was officially pub-
lished. Thislaw, passed in May 2014, will begin to have time-bound
and concrete actions with which, at the end of five years, analog TV
will end. The first of these sets that free reception open television
channels have a period of 60 days starting from April 2015 to pres-
ent their requests for concessions and their schedule of deployment
of the signal in the Chilean territory. It is expected that, in 2017, do-
mestic channels can cover 15% of their current coverage, reaching
all the Chilean regional capitals. Since the law of digital terrestrial
television has free-of-charge footbal| matchesinvolving the Chilean
team, it is aso expected that the Russia World Cup 2018 will be the
first mass event with digital servicesin the country.

B ACHAP. (2014). Informe de inversion publicitaria en medios ACHAP 2013. Available
at: <http://www.achap.cl/documentos/Informe_Inv_Publicitaria Achap_2013.pdf>
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An interesting point of this regulation is that, for isolated ar-
eas of the territory, channels may choose to distribute trough their
satellite signal; in order to do this, they shall provide the reception
equipment, through do-it-yourself kits, for once and with no cost for
users. The regulation even provides that two or more dealers agree
to deliver a single kit to access these two or more signals of open
television.

Indetail, and in the same way astherest of the countries of Lat-
in America, there is a specific schedule for the implementation of
the digital television signal. The calendar defined by the Ministry of
Transport and Telecommunications establishes that, in 2016, 15%
of the territory must be attained, including the regional capitals; in
2017, 30%; 80% for 2018; and full coverage in 2019.

The channels classification established in the standard includes
national concessions (presencein morethan 50% of the country’ sre-
gions); regional concessions (present in one or more regions, but not
more than 50% of the country’ s regions); local concessions (present
in asingle region, with scope to less than 25% of the population and
coverage of less than 50% of its communes), and local community
concessions (non profit, excluding political organizations).

In each of the 6 MHz channels conceded, at least two televi-
sion signals should be available, a primary and a secondary. In case
of not using the entire available channel for the transmission, the
dealer will have to offer free space to third parties.

Regarding the possibility of integrating services or broadcast
content with added value, such asinteractive guides, citizen services
or interact with what is broadcasted and seen trough the screen, regu-
lation makes a brief mention of Gingalanguage. Article 21 indicates
that this middleware is to be used for interactive services and that
the norms standardized by Brazil in this subject must be met. Other
than that, there are no references to additional services of digital ter-
restrial television, with the exception of One-Sec, for transmissions
to mobile devices, and the virtual channel number, which has to be
unique to recognize the broadcaster of television contents.
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1.6. Public TV

The crisis of audience also reached the state-owned station,
TVN, which during 2014 suffered the consequences of the migra-
tion of 50 professionals at the end of the previous year to complete
the new Mega project. “There are two channels that were very
beaten (TVN and Canal 13), because they lost important creative
teams. The entire dramatic areaof TVN wasdismantled”, said Vale-
rio Fuenzalidawhen referring to the situation of Chilean channels.**
But it was not the only thing. The consequences of the internal dis-
pute on the state-owned channel, between the chairman of the board
and the former CEO during 2013, had its consequences the follow-
ing year, because for several monthsthere was nobody at the head of
the programming management. During the second half of the year,
the telenovela Caleta del Sol did not have the expected ratings and,
at the end of year, the station changed its time slot. However, when
it came the time to find the program to replace it, they did not have
a product that could deliver a better audience rating for the central
informative that came after.’® Asaresult, in the first half of January
2015, TVN showed the lowest numbers of audience in 22 years,
passing just one rating point to the main newsreel 24 Horas and
even marking no points on the second Saturday of January.®

1.7.Pay TV

According to People Meter figures, in the last decade, while the
audience of open television has fallen 26%, the one of pay televi-
sion has grown 148%. Although open TV as awhole, with a27.2%
annual average household rating, still outstrips pay TV (which only
has 15.3%), the tendency of growth of the latter does not yield and,
on some days and times of the week, it surpasses open TV. Ascable
television penetration continues to increase, currently in a 69% ac-

4 Frias, T. Op.Cit.

5 Otniel, P. (2015). ¢Quién apagd latele? Qué Pasa. 1/15/2015. Available at http://www.
guepasa.cl/articul o/negocios/2015/01/16-16066-9-quien-apago-la-tel e.shtml

1 bid.
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cording to Ibope Media, its progress in the participation of audience

should also do so.

2. Analysis of the year: national and Ibero-American premiere fic-

tion

Table 1. Fiction broadcasted in 2014

PREMIERE NATIONAL TITLES - 28

Canal 13

1. Chipe Libre (telenovela)

2. El Hombre de tu Vida (series)

3. Los 80, méas que una Moda (series)
4. Mama Mechona (telenovela)

5. Secretos en €l Jardin (telenovela)
6. Soltera Otra ez 2 (telenovela)

7. Valié la Pena (telenovela)

CHV

8. Graduados (telenovela)

9. Las 2 Carolinas (telenovela)
10. Lo que Callamos las Mujeres
(docudrama)

11. Sudamerican Rockers (series)

Mega

12. Centro de Alumnos (sitcom)
13. El Nifio Rojo (miniseries)
14. Pituca sin Lucas (telenovela)

TVN

15. Caleta del Sol (telenovela)

16. El Amor 1o Manejo Yo (telenovela)
17. El Reemplazante (series)

18. El Regreso (telenovela)

19. laCancién de tu Vida (unitario)
20. la Chucara (telenovela)

21. Los Archivos del Cardenal (series)
22. No (Serie) (miniseries)

23. No Abras |la Puerta (telenovela)
24. Pulseras Rojas (series)

25. Socias (telenovela)

26. Somos los Carmona (tel enovela)
27. \olver a Amar (telenovela)

28. Vuelve Temprano (telenovela)

30. Grachi (telenovela — USA-Hispanic)
31. A Cada Quien su Santo (series—
Mexico)

32. Amy la Nina de la Mochila Azul
(telenovela — Mexico)

33. Cémplices Al Rescate (telenovela —
Mexico)

34. La Vida es una Cancion (series—
Mexico)

35. Lo que la Gente Cuenta (unitario —
Mexico)

36. Mujer Casos de la Vida Real
(docudrama — Mexico)

37. Se Busca un Hombre (telenovela —
Mexico)

38. Una Familia con Suerte (telenovela
—Mexico)

39. erano de Amor (telenovela — México)

TVN

40. La Ronca de Oro (series— Colombia)
41. La Viuda Negra (series — Colombia)
42. La Patrona (telenovela— USA —
Hispanic)

43. El Secreto de Puente Vigjo (telenovela
— Spain)

44, El Tiempo entre Costuras (series —
Spain)

45, Mafiana es para Sempre (telenovela
—Mexico)

46. Salome (telenovela — Mexico)

RERUN NATIONAL TITLES - 17
CHV

1. 12 Dias que Estremecieron A Chile
(unitario)

2. Anaylos7 (serie)

3. Cartas de Mujer (unitario)

4. Ecos del Desierto (miniseries)
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CO-PRODUCTIONS-0
PREMIERE FOREIGN TITLES - 47

Canal 13

1. Avenida Brasil (telenovela — Brazil)
2. Encantadoras (telenovela — Brazil)
3. Flor del Caribe (telenovela— Brazil)
4. La Guerrera (telenovela — Brazil)

5. Lado a Lado (telenovela — Brazil)

6. Rastros de Mentiras (relenovela —
Brazil)

7. El Principe (series— Spain)

La Red

8. Aguila Roja (series— Spain)

9. Hay Alguien Ahi (series— Spain)

10. Amores Verdaderos (telenovela —
Mexico)

11. Cada Quien su Santo (series —
Mexico)

12. Como Dice el Dicho (series — Mexico)
13. Criminal (series— Mexico)

14. De que te Quiero te Quiero
(telenovela — Mexico)

15. El Color dela Pasion (relenovela —
Mexico)

16. La Fuerza del Destino (telenovela —
Mexico)

17. La que No Podia Amar (telenovela —
Mexico)

18. La Rosa de Guadalupe (series —
Mexico)

19. Mariala del Barrio (telenovela —
Mexico)

20. Se Busca un Hombre (telenovela —
Mexico)

Mega

21. A Corazon Abierto (series—
Colombia)

22. El Internado (series— Spain)

23. Corona de Lagrimas (telenovela —
Mexico)

24. La Gata (telenovela — Mexico)

25. La Malquerida (telenovela — Mexico)
26. Lo que la Vida me Robo (telenovela
— Mexico)

Telecanal
27. Srvienta a Domicilio (series — Brazil)
28. Alla te Espero (telenovela —

5. Infieles (unitario)
6. Series Nacionales (unitario)
7. Violeta se Fue alos Cielos (TV movie)

Mega

8. Adi6s al Séptimo de Linea (miniseries)
9. Casado con Hijos (sitcom)

10. Cobre Poder y Pasion (miniseries)

TVN

11. Damay Obrero (telenovela)

12. El Sefior de la Querencia (telenovela)
13. El Vuelo del Poeta (TV movie)

14. Esperanza (telenovela)

15. La Gabriela (TV movie)

ucv
16. La Mujer del Cuadro (unitario)
17. Mujer Saliendo del Mar (unitario)

RERUN FOREIGN TITLES - 18
Canal 13
1. La Favorita (telenovela — Brazil)

CHV

2. Eva Luna (telenovela — USA-Hispanic)
3. LaReinadel Sur (telenovela — USA-
Hispanic)

La Red

4. Operacion Jaque (miniseries —
Colombia)

5. Abismo de Pasion (telenovela —
Mexico)

6. Chespirito (sitcom — Mexico)
7. Teresa (telenovela— Mexico)

Mega

8. Al Diablo con los Guapos (telenovela
— Mexico)

9. El Chavo del Ocho (sitcom — Mexico)
10. En Nombre del Amor (series—
Mexico)

11. Fuego en la Sangre (series — Mexico)
12. Rubi (telenovela — Mexico)

13. Soy tu Duefia (telenovela — Mexico)

Telecanal

14. Sin Retorno (series— Colombia)
15. Chespirito (sitcom — Mexico)
16. El Chapulin Colorado (sitcom —
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Colombia)

29. Séptima Puerta (tel enovel a-Colombia)

Mexico)

TVN

17. Lazos de Familia (telenovela — Brazil)
18. Abrazame muy Fuerte (telenovela —
Mexico)

TOTAL PREMIERE TITLES: 74
TOTAL BROADCASTED TITLES:
109

Source: Ibope Media Chile — Obitel Chile

There were more national titles premiered in 2014 than in the
previous year. However, it will probably be remembered as a black
year for the production of national fiction by the advent of Turkish
productions, which conquered notable audience results and spaces
that, so far, only exceptionally had occupied Latin American pro-

ductions.

Table 2. Premiere fiction in 2014: countries of origin

Country Titles| % gg;ﬂ?:sl % |[Hours'| %
NATIONAL (total) 28 | 384 | 1,368 | 233 769:15| 19.5
OBITEL COUNTRIES (total) 61.6 | 4,500 | 76.7|3185:35| 80.5
NON OBITEL COUNTRIES (total) | 0O 0.0 0 0.0 | 0:00 | 0.0
Argentina 0.0 0 00 | 000 | 00
Brazil 7 9.6 449 7.7 | 364:05| 9.2
Chile 28 | 384 | 1,368 |23.3]|769:15| 19.5
Colombia 5 6.8 522 89 | 38355| 9.7
Ecuador 0 0.0 0 00 | 0:00 | 0.0
Spain 5 6.8 250 4.3 | 230:00 | 5.8
USA Hispanic 2 2.7 313 5.3 |1 200:55 | 5.1
Mexico 26 | 35.6 | 2966 |50.5|2006:40| 50.7
Peru 0 0.0 0 00| 000 | 00
Portugal 0 0.0 0 0.0 | 000 | 00
Uruguay 0 0.0 0 00| 000 | 00
Venezuela 0 0.0 0 00 | 000 | 00
TOTAL 73 [100.0] 5,868 [100.0|3954:50|100.0

Source: |bope Media Chile — Obitel Chile

7 Time in this and the following tables are rounded to five minutes.
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Table 2 reflects, at a general level, a notorious stability in the
origin of the TV series of Ibero-American origin broadcasted in
Chile. Likelast year, only five countries, apart from Chile, are pres-
ent in Chilean screens: Brazil, Colombia, Spain, USA Hispanic and
Mexico; the latter covering 50% of the broadcast time in Chile.

However, the real novelty is not shown in that table. In 2014,
atelenovela of Turkish origin was broadcasted for the first timein
Latin America, in Chile. Quickly, it became leader in audience. It
was soon followed by a second, and five came to convey simulta-
neously on different channels and time slots. The phenomenon has
continued in 2015, so its effects on production and exhibition of
television fiction in Chile are still to be seen.

[Table 3 was omitted because no co-production was registered]
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The time distribution of the national and Ibero-American fic-
tion observed during 2014 issimilar to previous years. In thisframe-
work of stability, two significant changes have occurred in 2014. on
the one hand, thereis an increase in the number of hours of national
production exhibited during the evenings, to which the growth of
theafter lunchtimeslot in TVN contributes asanational telenovelas
exhibition space, as well as the production in Chile of alocal ver-
sion of the docudrama Lo que Callamos las Mujeres. On the other
hand, there is aso a decrease of hours of Ibero-American telenove-
las broadcasted in primetime. Part of thisis explained by the substi-
tution did by Megaof |bero-American telenovelas for Turkish ones.

The main novelties are in the realm of Ibero-American fiction.
While they increased the hours of telenovelas, series and docudra-
mas, the hours aimed at unitario decreased.

Other than that, the traditional is confirmed: both in TV fic-
tion of national origin as in Ibero-American, the dominant format
is telenovela, measured by number of titles, number of episodes or
broadcasted hours.

Table 6. Formats of national fiction by time slot

Morn- After- Prime

Formats ing % noon % time % |Night| % |[Total| %
Telenovela 0 |00| 5 714 | 12 |600(| O 0.0 | 17 | 60.7
Series 0 |00| O 0.0 5 [250| 1 (1000| 6 | 214
Miniseries 0 |00| O 0.0 2 100 O 0.0 2 7.1
TV movie 0 |00| O 0.0 0 0.0 0 0.0 0 0.0
Unitario 0 |00| O 0.0 1 5.0 0 0.0 1 3.6
Docudrama 0 0.0 1 14.3 0 0.0 0 0.0 1 3.6
Others 0 |00]| 1 14.3 0 0.0 0 0.0 1 3.6
Total 0 |00| 7 |[1000|( 20 (100.0f 1 |100.0{ 28 |100.0

Source: Ibope Media Chile — Obitel Chile

While 2014 does not depart from the tradition of favoring
prime time to broadcast national fiction, we observe a growth in
the programming of telenovelas during the afternoon, particularly
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in the case of TVN. On the other hand, the emergence of Turkish
telenovelas was particularly significant in this time slot. Although
some channels have regularly scheduled Ibero-American telenove-
las on prime time, national products have always had a majority
preference of the audience. However, this year it turned toward the
Turkish telenovel as.

Table 7. Time period in which fiction is set

Time Titles %
Present 23 82.1
Period 1 3.6
Historical 4 14.3
Others 0 0.0
Total 28 100.0

Source: Obitel Chile

The period title that appearsin Table 7 is Los 80, mas que una
Moda. It wasitsfinal season. After seven successful seasons, Canal
13 decided to end a production that meant amilestone in quality and
acceptance by the audience. The four historical titles are: El Nifio
Rojo, which portrays the life of Bernardo O’ Higgins; the TV ver-
sion of the movie No, about the advertising campaign for the plebi-
scite of 1988; a new season of Los Archivos del Cardenal, which,
although it changes names and merges characters, portrays the work
of the Vicaria de la Solidaridad in defense of human rights during
the dictatorship of Pinochet; and Sudamerican Rockers, based on
the history of Chilean band Los Prisioneros.
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Table 8. The ten most watched titles: origin, rating, share

Name of
Country scriptwriter
) of origin or Ral-| qare
Title . Producer | Channel ing
of idea author of (%)
: L (%)
or script original
idea
Pituca sin Rodrigo
1 Chile Mega Mega Bastidasand | 26.3| 43.6
Lucas
others
o |Los8O.7th |y | CaNAl I3 ) 13| Rodrigo Cuevas| 211 | 29.4
Season Wood
3 | Welve Chile | TVN | TVN Daniella | 1941 571
Temprano Castagno
4 | El Nifio Rojo Chile Mega Mega |RicardoLarrain| 183 | 27.5
El Amor lo . Enrique
5 Mangio Yo Argentina| TVN TVN Estevanez 183 | 284
g [omostos | e | TN | TVN | calosOporto | 17.8| 315
Carmona
Soltera Otra Marcelo
7 | Vez, 2nd Chile | Canal 13 | Canal 13 = 17.7| 255
Castafion
season
8 |Socias Argentina| TVN TVN MartaBetoldi | 17.0| 254
La Cancion - . Enrique Videla
9 deTuVida México | Invercine | TVN and others 138 | 220
10| El Regreso Chile | TVN | TVUN Lanssa |50 | a1
Contreras
Total national productions: 10 Foreign or adapted scripts: 3
100% 30%

Source: Ibope Media Chile — Obitel Chile

Thetitle of Table 9 specifies that those are the ten most viewed
national titles. Since the Obitel Yearbook is published, the speci-
fication has been irrelevant, because the top ten have always been
national titles. However, in 2014, two foreign titles not only came
within the top ten, they occupied the first two places: the Turkish
productions Las Mil y Una Noches (Binbir Gece) and ¢Qué culpa
tiene Fatmagul? (Fatmagil’ tin Sugu Ne), whose emergence in the
Chilean screens not only displaced local productions but also trig-
gered the phenomenon devel oped in the next section of this chapter.
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Table 9. The ten most watched titles: format, length, time slot

Dates
Nu r;}ber of first
Title Format Genre and last Timeslot
chap./ep.
(in 2014) broadcast
in 2014
1 E:Jt(lzjacsa sn Telenovela | Comedy 53 Oct 13 -Dec 30 | Primetime
2 Los 80, 7th Series Drama 12 Oct5—-Dec21 | Primetime
season
3 elve Telenovela | Drama 118 Jan6—-Aug4 | Primetime
Temprano

4 |El Nifio Rojo | Miniseries | Drama 3 Sep30—-0ct 14 | Primetime

El Amor lo

5 . Telenovela | Comedy 149 Mar 24 —Oct 22 | Primetime
Manejo Yo

6 Somos Los Telenovela | Comedy 59 Jan 1* —Mar 24 | Primetime
Carmona
Soltera Otra

7 |Vez, 2nd Telenovela | Comedy 4 Jan1* —Jan8 | Primetime
season

8 |Socias Telenovela | Comedy 3 Jan1* —Jan 6 | Primetime

9 La Cancion de Unitario | Drama 8 Jan 13— Mar 10 | Primetime
TuMida

10 | El Regreso Telenovela | Drama 87 Jan 1* —May 5 | Afternoon
(*) Broadcasting started in 2013
Source: Ibope Media Chile — Obitel Chile

Among national productions, the first place is for Pituca sin
Lucas, which reached a very prominent 46% share. This telenovela
illustrates the tumultuous times lived in the Chilean television in-
dustry. Thanks to the resources injected by Mega's new administra-
tion to create a dramatic area and powered by TVN's organizational
crisis, the team that developed Pituca sin Lucas comes mostly from
the latter. About 50 people, starting with its director, migrated from
the dramatic areaof TVN to the newly created of Mega, taking with
them the know-how accumulated in TV N during years of successful
productions.
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Table 10. Themes in the ten most watched titles in 2014

Title Prevailing themes Social themes

Pituca sin Love, marital conflict,
1 family relationships,
Lucas o :
economic insecurity

Classism, social inequality,
socia conventions

Love, guilt, marital conflict, Military dictatorship, human

2 Los80, 7th family relationships, economic rights, social .mov.er.nentsﬁ
Sseason . . labor conflict, citizen
insecurity . :
insecurity
Parents/children lack of
3 Vuelve communication, suspense, Seria crimes, police
Temprano | crimes, love, family relationships, | investigation, social inequality

friendship

4 | B Nifio Rojo Identlty, abandonment, Patriotism, recism, socia

self-improvement conventions

El Amor lo Love, misunderstanding, work,

5 development of Social inequality, social

Manejo Yo professional practices conventions, power
) . . Culture and habits from
6 Sggrnn?ol;‘c;s Love, fan:!\)//e;el eemonsh|ps therural and urban world,
9 inequality, social mobility
Soltera Otra Love, family relationships, Pregnancy, views on family
7 Vez, 2nd friendship, female and male and marriage, female and male
season identity social roles
Lo . . Infidelity, women’s
8 Socias Love, reunion, mﬁd.ehty’ family participation in the labor
relationships ;
world, divorce
9 La Cancion Love/heartbreak, vocation, Equal opportunities, music,
de Tu Vida jealousy obsessions
L . . Reintegration, failed justice,
10| El Regreso Love, decait, crimes, friendship, women's participation in the

betrayal

labor world

Source: Obitel Chile

Although Table 10, particularly in the case of telenovelas,
shows the common themes in drama, seen in retrospect and includ-
ing previous years, it is possible to recognize that gradually, espe-
cialy in the series, there is more space given to a more complex
representation of reality. El Nifio Rojo is an example of that: it por-
trays the hero of independence, but, instead of a powerful figure, it
highlights a childhood marked by being the unrecognized bastard
son of anobleman.
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Table 11. Audience profile of the ten most watched titles:
gender, socioeconomic status and age

Gender (%) Socioeconomic status (%)
Titles Channel
Women | Men |ABC1| c2 | c3 | D
1 |Pitucasin Lucas Mega 650 | 350 | 74 | 199 | 326 | 40.1
2 |Los80, Tthseason | Canal 13 | 586 | 414 | 139 | 272 | 287 | 303
3 | Vuelve Temprano TVN 629 | 371 | 63 | 181 | 274 | 482
4 | El Nifio Rojo Mega | 659 |341| 59 | 142 | 286 | 513
5 Ec')Amr loMangjo | 1/ 649 | 351 | 54 | 182 | 272 | 493
g | omosLos TVN 654 | 346 | 41 | 157 | 238 | 565
Carmona
7 |SlteaOravez, | o 13 | 674 | 326 | 141 | 245 | 312 | 302
2nd season
8 | Socias TVN 659 |341| 56 | 153 | 254 | 538
9 I\_Aadgancmn deTu | tyn | 637 |363]| 33 | 179 | 270 | 519
10| El Regreso TVN 732 | 268 | 45 | 145 | 259 | 55.1
Age ranking (%)
Titles
412 | 1317 |18-24|2534|35-49 | 50-64 | 65+
1 | Pituca sin Lucas 122 85 | 98 | 124 | 238 | 186 | 147
2 | Los 80, 7th season 838 65 | 112 | 174 | 307 | 184 | 7.1
3 | Wuelve Temprano 70 66 | 103 | 141 | 215 | 206 | 199
4 |El Nifio Rojo 5.1 51 | 66 | 109 | 191 | 27.0 | 26.1
5 5:)‘“ orloMangjo | 7 5 60 | 64 | 11.2 | 207 | 242 | 241
g |mosLos 6.9 47 | 75 | 105 | 218 | 274 | 212
Carmona
7 | Soltera OtraVez, 6.2 85 |131| 208|280 167 | 66
2nd season
8 | Socias 47 38 | 64 | 85 | 251 | 27.1 | 243
g | L2 Cancion de Tu 6.2 56 | 134 | 145 | 245 | 194 | 164
\Vida
10| El Regreso 49 38 | 57 | 105 | 194 | 276 | 281

Source: |bope Media Chile
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3. Transmedia reception

“Hey, have you seen a crazy-girl in a wedding dress on the
streets?’ Can you tell meif you do? We are looking for her”, posted
on December 18, 2014, Gregorio “Goyo” Cereceda, the so-called
administrator of the Facebook page of the fish store “Los Tibu-
rones’, abusiness part of the telenovela Pituca sin Lucas.*® To April
2015, 123 users “liked” the page and 11 of the 22.109 fans com-
mented on it. Postings of thisfan page wereirregular in their timing,
but came to averaging two per week, making a similar reach to the
aforementioned, until they were interrupted on January 30, with-
out being resumed. The contents consisted mainly on opinions on
events in the story or questions to the audience seeking to engage it
with what was happening. It was the only official space, apart from
the conventional television screen, which attempted to expand the
narrative universe of the local product of fiction that ended up lead-
ing theratings of national competitorsin 2014.%° Mark Zuckerberg's
social network along with Twitter have been from previous cases
the sites where more steps have been taken towards transmediality
(Osorio, 2015), but this has not become a priority for local produc-
ers, and disruptionsin strategies are repeated.

The availability of financial resources to devote to transmedia
strategies can beless crucial than other factorsfor aconsolidationin
the matter. Mega premiered Pituca sin Lucas during the latter half
of that year, after a series of audience successes that began with the
Turkish telenovelas Las Mil y Una Noches.?® The economic con-
text was favorable for this Chilean fiction compared to productions
from other stations. There was money to hire one of the teams of
greater experience and leadership in the field, such as the one com-

8 Mega (2015). Los tiburones. Facebook, 04/10/2015. Available at: <https://www.face-
book.com/L osTiburonesPescaderia/timeline>

¥ MSN (2015). Lo mésvisto delaTV chilenaen 2014. MSN Entertainment, 04/10/2015.
Available at: <http://www.msn.com/es-cl/entretenimiento/noticias/lo-m%C3%A1s-vis-
to-de-la-tv-chilena-en-2014/ss-BBhjHQe>

2| 6pez, E. (2014). El factor MEGA: competenciamiradelejos el éxito de Bethia. Pulso,
10/23/14, p. 9.
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manded by the producer Maria Eugenia Rencoret, arrived the same
year from the TVN along with a group of collaborators and famous
actors. There were also resources to implement promotional mate-
rial on Internet platforms, aswell asawebsite?* that offered chapters
under demand, photo galleries, trailers of episodes, daily news and
links to the official accounts of Instagram, Twitter (with its respec-
tive hashtag “#PitucaSinLucas’) and Facebook, which replicated
the contents according to the nature of each socia network, but only
Los Tiburones provided different elements from the main story in a
transmedia sense, until its update was interrupted.

During thefirst half of 2014, Canal 13 emphasized the transme-
dia contents of itsfiction products. The telenovela Mama Mechona
explored on Facebook and Twitter a circuit of pages of its main
characters, on which daily postings of them could be followed, as
well astalking to them asif they were real people (Osorio, 2015), in
the style of previous productions of the same station, as Soltera otra
vez.2 The strategy followed by the premiere of Chipe libre” and its
protagonists, but did not continue with the premiere of Principes
de Barrio.?* While this story on the world of professional football
included a section called “Unreleased Material” onits official web-
site, just one post was published therein during its first month of
issuance.? Something similar to what had happened previously with
the ended series Los Ochenta, which published a series of “Mini-
documentaries’ of fiction or non-fiction in its web tab “Exclusive’,
complementary or parallel to the central story.?®

2l Mega (2015). Pituca Sin Lucas. Mega, 04/10/ 2015. Available at: <http://www.mega.
cl/pitucasinlucas/>

2 Canal 13 (2015). Soltera otra vez. Facebook, 04/10/ 2015. Available at: <https://www.
facebook.com/SolteraOtraV ez137fref=ts>

2 Canal 13 (2015). Chipe Libre. Facebook, 04/10/2015. Available at: <https://www.face-
book.com/ChipeLibrel3>

24 Canal 13 (2015). Principes de barrio. Canal 13, 04/10/ 2015. Available at: <http://
www.13.cl/programas/principes-de-barrio>

% Canal 13 (2015). Material inédito. Canal 13,04/10, 2015. Availableat: <http://www.13.
cl/programas/principes-de-barrio/material -inedito/jano-se-fue-de-su-casa>

% Canal 13 (2015). Exclusivo. Canal 13, 04/10/2015. Available at: <http://www.13.cl/
programas/los-80-temporada-final/exclusivo/las-uvas-con-cianuro-con-don-genaro-y-
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Chileans are apparently active in the use of the internet to com-
plement their TV consumption. Considering the space provided by
online platforms as a land of opportunities for the development of
transmedia experiences, there are numbers that can reflect fertility:
66% of citizens claim to be frequent users of the web?’; according
to astudy by the Pontifical Catholic University of Chile, 65% of the
viewers commented on socia networks while watching a program
(Halpern, 2015); a weekly series as Los Ochenta exceeded 500,000
likes on Facebook; atelenovela like “ Soltera otra vez’ had 400,000
likes; and advertising content packages are including advertising in
digital media. However, strategies look more discontinuous in the
first quarter of 2015 than in 2014. The economic losses that affected
amediathat led the national market in the matter, as Canal 13, may
explain a conservative reaction in an area that possibly still cannot
support itself; but the case of Mega and its interruption halfway in
their effort to expand the narrative universe of its successful pro-
duction, Pituca sin Lucas, through multi-platform content reinforce
the idea that transmediality is still very delayed in the areas of TV
fiction in this country.

4. Highlights of the year

In March 2014, Megareleased the first Turkish telenovela Las
Mil y Una Noches. José Ignacio Vicente, Megainternational content
manager, tells that the rest of the industry described this election as
madness. However, in a few months that production had assured
them the leadership of audience and, in Chile, five Turkish telenove-
las were broadcasted simultaneously along three channels. Today, a
year later, eight of these telenovelas have been broadcasted in Chile
(Lasmil y Una Noches, Qué Culpa Tiene Fatmagul, Ezel and Silain
Mega; Amor Prohibido and El Sultan y Kuzey Giiney in Canal 13;

petita>

27 SUBTEL (2015) Encuesta Nacional sobre Accesosy Usos de Internet: El 66% de los
chilenos asegura ser usuario frecuente. Undersecretary of Telecommunications, Chil-
ean Government, 04/10/ 2015. Available at: <http://www.subtel.gob.cl/noticias/5411-
encuesta-naci onal -sobre-uso-y-acceso-de-internet>
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and Tormenta de Pasiones in Chilevision), which has become the
platform for exporting these products with Chilean dubbing for 12
countries of Latin America (Figueroa, 2015).

The way in which Las Mil y Una Noches came to be broad-
casted aready has taken the character of legend (Hola, 2014; Se-
falUC, 2014). Vincent and the CEO of Mega, Patricio Hernandez,
ran into this telenovela in the 2013 MIPTV television contents mar-
ket while both were executives of Canal 13. Vicente told: “in this
event, thousands of producersfrom around the world offer packaged
products and projects, many meetings are booked a day, and almost
by chance | had a time to wander the stands one day. It was then
when | saw the little and empty table with three |eaflets offering Las
Mil y Una Noches’ (SefialUC.cl, 2014).

Vicente proposed it to be broadcasted on Canal3, but it was
decided not to put it on air. That was arisk that Mega could assume,
because it had alow audience, without a clear profile, and they were
waiting for the relaunch of all the programming of the channel. The
expectations were not very high; finding a program that would ap-
peal to the audience that the new administration had chosen—trans-
verse, broad, mostly female (Sefial UC, 2014)—would be enough,
waiting for the implementation of new projects. This successful bet
was inserted in that context: they managed to go from 4.9 to 27
pointsin prime time and M ega became the most important competi-
tor of the Chilean industry.

The features of Turkish telenovelas are worth to note. In struc-
tura terms, they are not telenovelas, but series. In its original con-
text, they are broadcasted in episodes of an hour and a half once a
week and during different seasons. This means that, for their daily
broadcast, in episodes of 50 minutes at the most, they had to be ed-
ited in Chile. In some cases, this entailed the elimination of some se-
guences or scenes and, in others, the division of the story into two or
more chapters. This last procedure involved the creation of “false’
ends in each episode that alow generating the dramatic intensity
necessary to hook viewers with the next episode. This was exacer-
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bated by changes in extension and time slot of transmission of these
telenovelas driven by the demands of the “flexible” programming.

The performance is more leisurely and rests on the look of the
characters. Nothing is over-explained in Turkish telenovelas. The
characters do not need to repeat that they love each other, they look
at each other. Thisimplies a slower narrative pace, but one that has
been well appreciated by viewers (SefialUC.cl, 2014).

In audiovisual terms, Turkish telenovelas have a very high
level of production. The costs of production for each hour of pro-
gramming can reach US$ 100,000 (Al Tamimi, 2012) compared to
the US$ 50,000 of a Chilean telenovela. It is palpable on the use of
exteriors and in the audiovisual texture of the telenovelas (similar to
the Brazilian ones). Turkish telenovelas sound and look good, the
editing and audio postproduction are detailed and every telenovela
features a soundtrack especially composed.

Somehow, the concept of mediation can be applied to Turkish
telenovela.® Christine Gledhill sees melodrama as an aesthetic and
epistemol ogical way that mediates between two contradictory situa-
tions. On the one hand, it insists and livesin the reality of bourgeois
life and, on the other hand, exposes the limitations of the rhetoric of
realistic to express the socially unspeakable, what comes out of the
hegemonic social parameters. In Latin America, this same contra-
diction would correspond to the clash between the acceptable within
the modern project and openly pre-modern everyday reality. Jesls
Martin Barbero has defined this antagonism as a central feature of
Latin American modernism.

Thus, in the telenovela, the wrong time in modern times, the
breaking of the sequentia order of progress become evident and it
transforms itself in a space that allows recombining memories and
re-appropriate creatively of a des-centered modernity. (Martin Bar-
bero and Rey, 1999). Under these conditions, the so-called melo-
drama, which centers any possibility of action and success in the

2 Theoretical segment of this section is taken from the thesis of one of the authors, Con-
stanza Mujica, “Paisajes de la memoria chilena en telenovel as de época (1995-2005)" .
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establishment of “happy” domestic communities based exclusively
on emotions, can only be described as nostalgic.

Eduardo Santa Cruz takes the concepts proposed by Martin
Barbero to understand socia discourses of the Chilean telenovela.
For him, the common sense on scene, in the case of Chilean tele-
novelas, would be the constant negotiation between the advance of
globalization and the need to define alocal identity.

Although Martin Barbero and Santa Cruz understand this me-
diating feature as particular of Latin American telenovela, it is pos-
sible to identify similar procedures in the Turkish productions.

The Turkish telenovelas plot suggests a process of mediation
between two cultural spaces. one traditional marked by religion and
anotion of family understood as the core of love and identity, but
also strongly patriarcha in which women are fundamentally moth-
ers and subjects of male violence; and other modern, in which “ra-
tional” decisions, of which violence is alien, marked by respect for
women'’ s rights, but in which the characters cannot find love.

The area of dispute in these telenovelas is, amost always, a
woman’ s body. It is the female protagonist who, in the early chap-
ters, suffers an act of violence. The male protagonist is the culprit
and spends the rest of the telenovela atoning for his guilt during
different episodes that replicate the structure: violence/mistrust,
infatuation, contrition, forgiveness/love. Towards the end of the
telenovela, the characters manage to make harmoniously coexist
both cultural spaces through the loving relationship between them.
He renounces his power over her, supports her in the process of
empowerment, she forgives him, and together they constitute a
family.

Towards an explanation: from this analysis, it is possible to
suggest that the success of Turkish telenovelasin Chileis not based
on the exotic, in an interest for a distant, completely divergent cul-
ture, seen from the safe distance of the screen. Conversely, while
Turkish telenovelas speak of a Muslim culture, the tensions that
they manifest and the way in which the melodrama mediates be-
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tween them link with the problems that the Latin American tele-
novela has recovered.

It is interesting to note that the Chilean telenovela had aban-
doned the recognition of those tensions. Many of them had adopted
avision regarding the change of gender roles, for example, in which
this reversal is presented without many fissures. This, combined
with amore explicit depiction of sex and violence, contrasts to the
quiet, demure and sentimental treatment of the Turkish.

5. Theme of the year: gender relations in the television fiction

Although severa studies recognize advances in Chile in terms
of gender equality (for example, Buvinic and Roza, 2004), women
continue to be underrepresented in various spheres of public lifeand
culture, including audiovisual fiction.

The media play an important role in this scenario, since they
reflect and reinforce this reality of invisible women and which are
rarely actors or agents of their own history. Recent studies show
that women, moreover, are commonly trivialized, sexualized and
linked to gender stereotypes that reduce feminine domestic and
private life (for example, Antezana, 2011; Bachmann and Correa,
2013; Belmonte and Guillamon, 2005; Ross, 2004). Thus, although
the media do not necessarily create these stereotypes about gender
roles, they do resort to these definitions and distributed beliefs and
ideals that are used to build meaning and make sense of the world
(LOpez, 2008; Prividera and Howard, 2006). Audiovisual fiction
tends to present arather monolithic view of the concerns of women,
confined to the private world, far from the areas of power (Bach-
mann and Correa, 2013; Berganza, 2003). Women are described as
sentimental, passive and shy, and men are characterized as rational,
active and tough (Bem, 1993).

Even though stereotypes about gender roles have declined in
recent decades, women are still being perceived differently than
their male counterparts. In this sense, the evidence is clear: women
are treated differently than men by the media. Messages and repre-
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sentations promote certain ideals of femininity, usually with alim-
ited repertoire (Van Zoonen, 1994). This speech contributes to the
promotion of particular social identities and ends up defining the
image and identity of individuals (Belmonte and Guillamén, 2005).
In thisway, the mediareinforce gender stereotypes, often to the det-
riment of women.

In the 1970s, Tuchman (1978) coined the term “symbolic an-
nihilation” to refer to the way in which Anglo-Saxons media mar-
ginalized women. With few roles for them, mostly supporting char-
acters, and often presented as incompetent and subordinate to men,
the media would show that women are not important.

The representation of women in the mediais complex, which has
to do with the multiplicity of roles that women can have as subjects
and actors in society (Bachmann and Correa, 2013). However, femi-
nist studies underline that traditional media are strongly linked to the
economic and political interests of men (Rakow and Kranich, 1991).
The problem goes beyond messages about women, since any im-
provement in the discourse on women in audiovisual fiction requires
more fundamental changes than a greater diversity of femaleroles.

A first point of analysis is the status of women in telenovelas.
The essential dilemma of the telenovela is the intimate. The actions
of the charactersin the public space are determined by their success-
es, questions or failures on the domestic, understood as the “ space
of the feminine” (Gomes, 2006). Therefore, the moral resolution,
for the telenovela, is a decision regarding a family ethos, a way of
being intimate and, particularly, of away of being male or femalein
aworld in which traditional roles change.

Characters that carry out the action in this genre are female,
the ones leading the action are a heroine and a false heroine, rep-
resenting two opposing models of family, of being a woman and,
ultimately, one of them will be legitimized with marriage—"they
lived happily ever after”—and the other will be punished.

Heroin is selfless, humble, links sex with love. The opposi-
tion of heroin will be the fake heroin, because in them two different
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versions of female projects within contemporary society are faced
(Gomes, 2006). She isastrong woman and strugglesfor her purpos-
es, even if it means passing over others, she is ambitious, classist,
unfaithful and separates sex from love.

Secondly, it is worth to note the new models of representation
in the Chilean telenovela. The model described by Gomes (2006)
is particularly appropriate for the description of telenovelas that
govern more forcefully by the representation matrices of tradition-
a melodrama (Steinberg), without references to the contingency,
so the context is not subject to historical references, but these are
themed according to what is plausible within the genre.

The Chilean telenovela only begins in 1981, when television
began to produce telenovelas industrially. This occurs when the tra-
ditional model was already faltering in the rest of Latin America.
That iswhy it is possible to say that the national telenovela “is born
modern” (Santa Cruz, 2003), since it shows a wider range of sec-
ondary characters, more wide socia references and with the appro-
priation of plausible redlities alien to melodrama.

This character of the Chilean telenovela has made it less per-
meable to traditional forms of representation of women. Indeed, the
heroines of telenovelas of the 80s searched for love and to form
a family, but they were aways actors in the story, and the family
role used to be complemented with a powerful action on the public
space. Even when they were subjected to the vicissitudes of fate,
they faced them with concrete actions. In fact, revenge is one of the
engines of the action in the telenovelas from this period (Fuenzalida
et a., 2009). In the 90s, the heroines of Chilean telenovelas, espe-
cialy those of TVN, became community leaders and social change
axes (Fuenzalidaet al., 2009; Mujica, 2010).

This does not mean to talk about feminist telenovelas or a
total break with models of representation breaking stereotypes:
women are still objects of desire and oriented towards the con-
struction of a family. That horizon is sealed through marriage
(Mujica, 2004).
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This has changed in the last ten years and has been stronger in
the last five: from women who need to be rescued to women who
rescue themselves. From housekeepers to mothers pregnant without
aman in the picture, there is more than the course of the time. Sex
workers, workaholics, owners of a strip club for women, women
who are extremely open in love, one that has to lower her social
class and reinvent herself to raise her family, or a mom who did
not want to be one and that is the daughter of a mature woman with
HIV.2»

This diversity of ways of being a woman can be systematized
into two groups. 1) the gender community; and 2) the inversion/
experimentation with different gender roles. Thefirst group consists
of rather chora telenovelas, in which the various characters rep-
resent different types of conflicts related to gender stereotypes. In
Soltera otra vez 1 and 2, we saw the maiden dumped by her eternal
boyfriend, the maiden happy to be one, the married woman with
children and the one about to be married. In Separados, we saw a
man who divorced a hysterical woman, the promiscuous divorcee,
the “son of mama’ who is separated from his mother, and the aban-
doned gay.

In both cases, the nodal points of the plot are widely discussed
by all members of the group. What is at debate is always the “right
way” to act, what they should do or be, and, in both cases, it was
decided to preserve the stereotype. If you are female, seduce the
man and abandon neurosis, have children (even though there are
doubts about it), settle into a stable relationship. If you are male,
take refuge in the community of men, forget the “girl problems’,
make a barbecue.

The second group has a number of telenovelas that accept as
possible reversing gender stereotypes: the man assumesthe roletra-

2 Gavilan, J. (2015). Pitucas, prostitutasy unaposeida: laUltimadécadade mujeresy tele-
series. La Tercera, 11/04/2015. Available at: <http://papeldigital.info/lt/2015/04/11/01/
paginas/098.pdf>
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ditionally assigned to women and women assume the traditionally
malerole.

In Aqui Mando Yo, the protagonist is a successful executive,
divorced, who loves her daughters, enjoys her career and does not
have time or desire to stay at home. The protagonist is her ex-hus-
band, a man without any professional interest, caring of his daugh-
ters. When the need to care for them arises, he agrees to return
home, not as a husband, but as afather. During the development of
this comedy, both reproach themselves the failure of each in their
traditional roles (she is described as neurotic and he is considered
failed), but with the passage of time they fall in love again and de-
cide to remarry without renouncing to their own identities.

Finally, there is the issue of women in Turkish telenovelas.
Given the centrality of Turkish telenovelas in the past two years, it
isinteresting to also consider the representation of women in them,
precisely because the mediation they propose refers to a cultural
identity that is somehow defined by the status of women in society.

Turkish telenovelas broadcasted in Chile begin with an act of
violence from aman towards awoman, violencejustified or covered
by the action of a system. Scherezade, of Las Mil y Una Noches, is
forced to have sex with her boss to get the money for the surgery on
which the life of her son depends; Fatmagul is raped by three men
and, to avoid public humiliation, sheisforced to marry the man who
witnessed the act and did not intervene to protect her. What isinter-
esting, and different from Latin American models, is that those who
make the transit towards a more modern vision are men. Women are
dignified, they become activists, the best architect in the company,
businesswoman, gqueen; and men have to ask for forgiveness and
support them.

This error/apologies/forgiveness rite is repeated insistently in
the various stages of each telenovela, forming a spiral structure. The
leading couple goes through various episodes, but each one rein-
stallsthat central problem: heforces her to have sex, she does so, but
remains distant; he falls in love and asks for forgiveness; she falls
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for hislooks, his support, and forgives him; everything seems to be
improving; heis suspicious, she gets angry; he asks for forgiveness,
sheforgives him.

In Turkish telenovelas, the measurement of happiness of the
protagonistsisin their ability to achieve successin aloving relation-
ship and to obtain what is sacralized as a horizon of desirable social
sense. In this case, it is the synthesis between family values and
modernity that the hero and heroine get: they manage to be a happy
family, through marriage, in which both are partners.
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1. Colombia’s audiovisual context in 2014

In 2014 there were two remarkable facts in Colombia’ s history
which will be embedded the collective memory during the coming
years. on the one hand, the re-election of president Juan Manuel
Santos in a contest characterized by the extreme political polariza-
tion of central right-wing; and, on the other hand, the Colombian
soccer team classification to quarter finalsin the 2014 FIFA World
Cup Brazil. Thisoutstanding participation in asporting event, which
represents a great political, social and cultural issue because of the
level of audience it mobilized, aswell as the support and rejoices of
the population, has an important rolein this scenario. Thesefactsare
definitive and essential due to the impact they represent in political
terms. In addition, one of the main concerns of Santos' campaign
was the peace talks in Havana. And so, the walls of the nation, the
social environments and national social media systems were wit-
nesses of an unprecedented publicity campaign (which even used
viral videos as part of its strategies) and a massive diffusion of play-
ers images, the goal shout on the streets and team t-shirts waving
with the national flag and al kinds of Colombian tricolor acces-
sories.

In this context, in the scene of television consumption, it is
worth noting how sports programs became areas of high consump-
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tion by audiences, especially during the time before and during the
World Cup, being the moments of greatest expectation those relat-
ing to the progress of the Colombian team beyond the group phase.
Similarly, in the entertainment time dot, reality shows were likely
to remerge as massive consumption spaces and even some like De-
safio, of Caracol TV, established themselves as programs with an
annual edition in the small screen.

So, in the case of fiction, there was a very interesting phenom-
ena within national television and it is the definitive prevalence of
series upon soap operas in prime time and the effort made by pro-
ducersto adapt the notion of season (as seenin El Capo or La Selec-
cion). The possibility of approach to formats originally raised within
the frame of American series was a so strengthened (as with Menti-
ras Perfectas in connection with Nip/Tuck). These phenomena bring
aremarkable change on the horizon of television fiction, which ac-
quires adynamic and fast character, thought from the quality of the
audiovisual product creation and the triggering of emotions from a
format in which, next to drama, action and comedy appear as es-
sential ingredients. |n addition, thereis the increasing appearance of
semibiographical elements of characters and national idols, either
individual, such as La Ronca de Oro or La Viuda Negra, or collec-
tive, as the case of La Seleccion.

Thus, in terms of the nationa fiction scene, some essential
changes appear related to duration, narrative techniques and a more
decided exploration of mobile, digital and transmedia platforms,
by both producers and receptors, which consolidates communities
and audiences that meet each other and express themselves by using
memes and comments relating to different mattersin order to inter-
act and make known the views of audiences that transit from pas-
sivity tointeraction. In thisregard, the growth of VDO systems and
the invasion of possibilities, like Netflix, offer the audience other
spacesfor content consumption, in atelevision and cinematographic
format, which suggests amutation trend towards digital global spac-
es. In these spaces where VDO has greater coverage and diffusion
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in Colombia, challenges and demands to the existing channels are
consolidated, given the need for change and a greater interaction
with the cibercultural universe in all the dimensions of transmedia
and digital production.

However, when a view about gender is made, the advance is
presented in a contradictory manner, given that, by looking at the
relationship between television and gender issues and their social
representations, both in the nation and in television fiction, a para-
dox typical of the national reality and history is found: the aimost
abysmal distance between the legal country, thereal country and the
dreamed country. Thus, although in the constitutional dimension the
country ensures diversity and gender protection and there is a high
aspiration to defend the rights of women, LGBTI communities and
the development of equity in wage levels and social representative-
ness which is defended by multiple organizations and groups, in the
socio-cultural level thereisstill apretty high percentage of violence
towards women and maltreatment of LGBTI communities or social
rejection to other forms of female, male and queer. Gender remains
an issue in dispute and this is evident in the audiovisual produc-
tion. Although there are small attempts to change the roles and po-
sitions, the legacies of the patriarchal vision still extend deep into
the speech, reaffirming and performing a condition of gender that,
beyond equality, is still showing the many faces of exclusion and
gaps. In Colombia, in its people and their screens, gender remains
in to be resolved.

1.1. Open TV in Colombia in 2014
Open TV in Colombia has five national channelswhich aredis-
tributed as follows:
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Chart 1. TV national stations / National channels
of open television in Colombia

PRIVATE TV STATIONS (3) PUBLIC TV STATIONS (2)
RCN
Caracol
Cana Uno
Sefial Colombia
Canal institucional
TOTAL TV STATIONS =5

Source: Obitel Colombia

In terms of composition and distribution, a higher offer is
presented again by private TV stations, with three main channels
(which, inturn, are the most viewed), compared to two public chan-
nels, of which one offers a variety of content centered on a strong
cultural component and the other focuses on the transmission and
diffusion of national government and institutional information. As
a constant in previous years, private channels, including both large
chains, RCN and Caracol, remain as those with the highest ratings.

Graph 1. TV audience by channel

Total TV
sets on — Individual %
Special audience
(TLE)*
Caracol 3.57 55.5
W Caracol RCN 255 | 396
Bl RCN Canal Uno 0.17 26
[l Cana Uno Sefial
|1l Sefia Colombia Colombia 0.10 16
I Canal Institucional Cana
Institucional 0.05 0.7
TOTAL 6.44 100

Source: Obitel Colombia

The previous graph gives an important account of the preva-
lence of two private channels in terms of rating, which monopo-
lize 95.1% of audience among their productions compared with the
other channels with minimal representativeness.
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Graph 2. Share by channel

Total TV s ets Individual
on — Special share %
(TLE)*
| Caracol 40.23 55.5
B Caracol
B RCN RCN 28.75 39.7
[l Cand Uno Canal Uno 1.87 26
AP W Sefial Colombia Sefidl Colombia| 110 | 1.5
55.5% B Canal Institucional Candl
.07/0
Institucional 0.50 o7
TOTAL 72.45 100

Source: |bope Colombia— Obitel Colombia

In the case of the share, private channels maintain the same
constant dominant position, with 95.2% of share, with Caracol at the
top of this aspect as well as in ratings which consolidates it as the
leader channel in Colombia.

Graph 3. Offer by genre in TV programming

Total
it broadcast %
genres

hours
B Information Information 4.035:15 10.4
[l Fiction Fiction 5.457:55 14.2
[ Entertainment Entertainment | 11.962:03 | 30.9
[] Religious Religious 90:56 0.2
[ Sports Sports 3.479:58 9.1
I Educational Educational 1.940:21 51
[ Political Political 2.275:28 5.8
0% O other Other 9.359:09 | 243
Total 38.601:13 100

Source: |bope Colombia— Obitel Colombia

Asfor the TV programming offer in Colombia, the entertain-
ment genre is positioned as the most relevant with 30.9%, making
it the most in demand during the year. In a second position, other
genres are found, which include magazines and political and sports
productions which are not reduced to these topics. Thirdly, spaces
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dedicated to television fiction with 14.2%, and noteworthy impor-
tance in prime time and in the afternoon. Finaly, the percentile
corresponding to sports programming should be highlighted with a
9.1%, largely mediated by the celebration of the World Cup.

1.2. Audience trends in 2014

Sports and politics mark the main trend of 2014 in terms of
mass consumption and become major figures of the small screen
during election periods and the development of the 2014 FIFA
World Cup Brazil. Along this year, these are the general interest of
television programming (with the transmission of events dedicated
to the discussion and analysis of the electoral process and sporting
programs) and become the dominant theme of journalistic coverage
and multiscreen tracking scenarios of the national society.

The use of the platforms and the development of social net-
works (Facebook being the most representative, followed by Twit-
ter) also becomes an essential tool in the dynamics of the audience;
it contributes to the increasing use of memes, accompanying the two
major national events asthey occurred in daily lifeand in television
debates, which reiterates the centrality of television in shaping the
national scene.

In fiction, the biographical stands out as an effective element
to attract audience, which brings it closer to the series format as
it provides it with the characteristic narrative and visual rhythms
that can be easily and directly adapted in national television. Thus,
proposals seen with amuch faster narrative pace are observed in the
screen, centered on adynamic character of the production and avery
strong relationship against the intention of telling the life of differ-
ent national characters.
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1.3. Advertising investment of the year: in TV and fiction’

Regarding advertising investment, it is worth highlighting the
primacy of television over other media, which have reduced the per-
centage of investment versus 2013, even in a 7.94% in the case of
magazines, while the small screen hasincreased in this point with a
growth of 4.48% in regional and local television and 2.14% on na-
tional television. Thisgrowth leads TV to afirst place in investment
against radio and print media, highlighting the centrality and the
penetration of this medium in the Colombian households. Likewise,
thereduction of print mediainvestment corresponds with the growth
in consumption of digital media and online versions of newspapers
and magazines.

Investmentsin national channels are the most outstanding, spe-
cifically on TV, which reached a tota of 4,261 million Colombian
pesos in 2014. The trends focused on investment on national pri-
vate channels continue; Caracol recorded total investments of 1,990
million pesos and RCN by 2,010 million Colombian pesos, which
illustrates the power of these TV stations, where fiction represents
atotal investment of 1,337 million Colombian pesos. Once more,
thereis an emphasis on prime time, in which major investments are
concentrated. Thisillustrates the significance of fiction and particu-
larly one that comes in close connection with the consolidation of
audiences and that this measure becomes afertile field for advertis-
ing investment, which is strengthened every day in the perspective
of amultiplatform stage where television plays a central role.

1.4. Merchandising and social merchandising

In terms of merchandising, 2014 marks a trend towards the
realization of a strong marketing process through social networks
and digital platforms, without neglecting the realization of mass
events and the use of media ecosystems memberships by the pri-

! The data used for the development of this section come from Asomedios and Ibope
Colombia. Consolidated advertising investment in 2014 and consolidated investment in
television in 2014, respectively.
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vate channels. Thus, consolidating web pages and spaces in Face-
book or Twitter and also some mobile applications, as major spaces
for branding, expectation campaigns and actions aimed at strength-
ening their chains and productions. Aspect that is complemented
by the massive presentations in shopping centers, parks and other
spaces where it becomes possible to perform this process of mar-
keting and remembrance through the creation of links with the au-
dience, both in the virtual world aswell as presently in the concrete
reality.

As for social merchandising, it is important to note the de-
sign and development of campaigns set up by TV channels which
support socia initiatives and those that have an impact on differ-
ent population groups of the Colombian society, being the central
axis spaces, like Teleton and Fundacion Solidaridad por Colombia,
which are granted a diffusion process, cameras and resources com-
ing from the channels which are made available to spread ideas,
promote social processes, such as the Caminata de la Solidaridad,
and highlight civil actions, as in cases of Bancolombia Mas Cerca,
where entrepreneurial and social impact of anonymous Colombian
initiatives are mentioned.

1.5. Communication policies

When it comes to communication policies, the Plan Vive
Digital, its implementation and launch stand out at national level
through actions such as expanding internet coverage and the cre-
ation of online content to consolidate an initial process of literacy in
various regions of the nation through the implementation of training
programs and the devel opment of what has been called Puntos Vive
Digital, which, with free internet, offers the possibility of entering
into interaction with workshops and opportunities to get to know
how digital spaces operate is also offered.

The country has made considerable progress in the implemen-
tation of 4G, as well as with access to smartphones, which have
registered a significant growth, primarily after legal actions were
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taken resulting in the removal of permanence clauses with cellphone
operators. As for DTT (Digital Terrestrial Television), its imple-
mentation progress is advancing nationwide, although it is still cen-
tralized in the main urban centers. On the other hand, there has been
an increase in the offer of VoD in private channels.

1.6. Public TV

As for public TV, it is worth highlighting the growth of local
and regional channels as well as the search for diversification of
content in the case of the national channel Sefial Colombia. Thisis
evident since proposals like those of Canal Capital present high cost
productions with audiovisual quality for regional channels, making
this television a considerable alternative. This is demonstrated in
the already mentioned increase in advertising investment in these
channels and isin direct relation to that development effort at alo-
cal, regional and national level. However, public TV still requires
great visibility in front of its small audience in comparison to the
consumption of private and paid television.

1.7.Pay TV

In pay television, expansion and coverage reach 95% of Co-
lombian households and there is al so the dominance of international
channels and their content and sometimes their production has been
recorded in Colombia (as is the case of Cumbia Ninja) or in other
Latin American countries, something which complements the pro-
gramming gridswith large cultural phenomena, such as TheWalking
Dead and Game of Thrones, considered as the programs of greatest
impact on paid TV.

Another aspect has to do with the VoD and its increasingly
high relevance in different offered services, from the channels to
platforms, like Netflix, where phenomena such as House of Cards
arise with a series format. It is interesting to observe the increased
consumption of this online content and how it slowly replaces the
traditional programming on television and even pushes paid chan-
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nelsto provide VoD platforms, such as FOX +, HBOGO and, in the
case of paid TV operators, ClaroTV.

1.8. Information and Communication Technology (ICT) trends

Within the framework of Plan Vive Digital, there is a tendency
to turn the nation into a digital and digitally literate stage. Thus, the
web space has been considered an environment in which it is pos-
sible to raise a valid aternative for development of administrative
processes and to speed up procedures and formalities before state
entities. In addition, it promotes the stabilization of a culture that
enters into dialogue with social use and appropriation of ICT and
its relationship with daily life as economic and social development
promoters.

In the case of ICT consumption, it is worth noting that there
is a growth trend in the percentage of Colombians who use social
networks and, with the increase use of smartphones, there has also
been an increase in the use of mobile technology, such as What-
sApp, which definitely changes the communication dynamics of the
country, bringing them closer to a scenario of mobile technologies
usage and space exploration in the digital scene in construction of
the Colombian nation.

The year 2014 marks an important growth trend in terms of
television advertising investment and impact on the audience, as-
pects mediated by the completion of two major events: participa-
tion in the was 2014 FIFA World Cup Brazil and the electoral
process, which succeeded in establishing meaningful relationships
with mass audiences. Parallel to this, fiction continued to be a cen-
tral space within the screen, essentially in the prime time slot on
private channels and where change is increasingly latent towards
work in the series format and the exploration of the life of idols.
In this context, it is also important to note the growing impact of
social media and its manifestations in the consolidation of some
digital ecosystems in the nation established from the television
products. Finaly, in terms of gender, Colombia poses a paradoxical



and contradictory scenario in which a discord condition between

thelegal and the reality is set.
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2. Analysis of the year: national and Ibero-American premiere fic-

tion

Table 1. Fiction broadcast in 2014
(national and foreign; premiers reruns and co-productions)

Premierenational titles— 15

CARACOL —5national titles
1. Bazurto (series)

2. Fugitivos (series)

3. La Ronca de Oro (series)

4. La Seleccion | (series)

5. Niche (series)

RCN — 10 national titles

6. Secretos del Paraiso (telenovela)
7. Un Suefio Llamado Salsa (telenovela)
8. Alias el Mexicano (series)

9. Comando Elite (series)

10. Dr. Mata (series)

11. El Capo Il (series)

12. El Estilista (series)

13. El Laberinto de Alicia (series)
14. La Playita (series)

15. Los Graduados (series)

Co-productions — 3

CARACOL - 3 titles

16. La Viuda Negra (Colombia— Mexico)
17. Mentiras Perfectas (Colombia— USA
— Ecuador)

18. La Suegra (Colombia— USA)

Premiere foreign titles — 9

CARACOL - 3 imported titles

19. En Otra Piel (telenovela— USA)
20. Mil y una Noches (series — Turkey)
21. La Patrona (telenovela — Mexico)

RCN - 6 imported titles
1. Amor Bravio (telenovela — Mexico)

Rerun titles—22

CARACOL —4titles

1. Escobar, €l Patron del Mal (series)
2. Prisionera (telenovela)

3. Una Maid en Manhattan (telenovela)
4. La Patrona (telenovela)

RCN - 12 titles

5. La Rosa de Guadal upe (series)
6. Maméa También (series)

7. Contra el Destino (series)

8. El Dia de la Suerte (series)

9. Amor en Custodia (telenovela)
10. Maria Mercedes (telenovel a)
11. Amor Real (telenovela)

12. Rebelde (telenovela)

13. Enigmas del mas Alla (series)
14. Pandilla Guerra y Paz (series)
15. A Mano Limpia (series)

16. A Mano Limpia ll (series)

CANAL UNO - 6 titles

17. Hombres de Honor (series)
18. Cartas a Harrison (series)
19. Los Tuta (series)

20. Romeo y Buseta (series)
21. N. N. (series)

22. Sefiora |sabel (telenovela)

TOTAL TITLESBROADCAST: 49
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2. La Gata (telenovela — Mexico)

3. Pasion de Amor (telenovela — Mexico)
4. Avenida Brasil (telenovela — Brazil)

5. Rastros de Mentiras (telenovela —
Brazil)

6. El Rey David (miniseries— Brazil)

Source: Ibope Colombia— Obitel Colombia

As can be seen in Table 1, the series format is the most rep-
resentative in national productions. Additionally, it is important to
note the growth of co-productions and the emergence of anon Latin
American production (Mil y una Noches de Turquia) in fiction re-
leases.

Table 2. Premiere fiction in 2014: countries of origin

Country Titles| % /%pﬁg; % Hours %
NATIONAL (total) 15 | 556 | 1510 | 539 |1132:30:00 539
Eftg)EL COUNTRIES | 19 | 407 | 1214 | 433 | 909:30:00 | 433
zggﬁTBl'JEESL(MaD 1 | 37| e | 29| 600000 | 29
Argentina 0 0.0 0 0.0 0:00:00 0.0
Brazil 3 |11 284 |101] 2121000 101
Chile o | oo 0 00 | 00000 | 00
Colombia 15 | 556 | 1510 | 539 |1132:30:00| 539
Ecuador 1 | 37| s8 | 21| 42000 | 21
Spain o | oo 0 00 | 00000 | 00
:)Jrso“(‘lsgiif)‘:s“ic 3 |11| 202 | 72 | 1502000 | 72
Mexico 5 | 185| 670 | 2395021000 239
Peru o | oo 0 00 | 00000 | 00
Portugal o | oo 0 00 | 00000 | 00
Uruguay 0 0.0 0 0.0 0:00:00 0.0
Venezuela 0 0.0 0 0.0 0:00:00 0.0
TOTAL 27 | 1000 2804 |100,02102:00:00] 1000

Source: |bope Colombia— Obitel Colombia
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In fiction premiere, the importance of co-productions and, as
already mentioned, the impact of the emergence of an audiovisual
proposal that does not belong to Obitel countries but is positioned
within the national fiction releases panorama must be understood.

Table 3. Co-productions

Co-producing

Titles ) Producers For mat
countries
L-a Viuda ColomPla - Caracol - Televisa| Series
] Negra Mexico
Obltd_ Mentiras Colombia — USA | Caracol — Warner Series
countries Perfectas — Ecuador — Teleamazonas

LaSuegra | Colombia—USA | Caracol - Sony |Telenovela

TOTAL TITLES CO-PRODUCTIONS WITHIN OBITEL COUNTRIES: 3
Non Obitel
Countries

TOTAL TITLES CO-PRODUCTIONS WITH NON OBITEL COUNTRIES: 0

Obitel
Countries +
non Obitel
countries

TOTAL TITLES CO-PRODUCTIONS WITH OBITEL COUNTRIES + NON

OBITEL: 0

GENERAL TOTAL OF CO-PRODUCTIONS: 3
Source: Ibope Colombia— Obitel Colombia

With regards to co-productions, the process of recording and
production in Colombia in partnership with big Latin American
chains like Televisa, Warner and Sony stands out. It is no small
detail that the co-production is made essentially with one of the two
national channels, Caracol Television, which has been exploring
thisform in recent years.

Fiction has an important place in the prime time slot, where
the largest concentration of productions is observed, while the af-
ternoon and evening have alower ratio. Meanwhile, in the morning
time dot, fiction releases are not presented but it is reserved for
entertainment programs and reruns.
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In national productions, it isevident that seriesasaformat have
become a greater priority, while in the case of Ibero-America, there
is a higher proportion of telenovelas, which provides some balance
between the two dominant fiction formatsin the small screenin Co-
lombia.

Table 6. National fiction formats by time slot

Format Mi‘r)];”' % /?]f;; % Ptﬂ]’q‘;e % ':'iir?]': % |Total| %
Telenovela 0 0.0 0 0.0 1 8.3 3 [1000| 4 26.7
Series 0 0.0 0 00| 11 | 917 0 0.0 11 | 73.3
Miniseries 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Telefilm 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Unitario 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Docudrama 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Others 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
Total 0 0.0 0 00| 12 |100.0f 3 [100.0| 15 |100.0

Source: |bope Colombia— Obitel Colombia

In that growing importance of the series format, it is very im-
portant to point out the preponderance national fiction hasin prime
time and how telenovela productions are positioned to a greater ex-
tent in the night time slot.

Table 7. Time period in which fiction is set

Time Titles %
Present 19 70.4
Period 2 74
Historical 1 37
Other 5 185
Total 27 100.0

Source: |bope Colombia— Obitel Colombia



204 | Obitel 2015

The main period when events unfold in fiction relates with the
present time and forms of appropriation of the present reality. How-
ever, within the approach of another era of fiction, productions that
have a biographical nature arise, and not necessarily placed in a peri-
od context or with a historical dimension, but some that deal directly
with focusing their proposal s to the approach of the essential facts of
thelife of popular figures, although not necessarily historical.

This biographical phenomenon is extremely interesting be-
cause it poses a tendency on the small screen scene in Colombia
along with the need to provide atmospheresin a present space which
communicate directly with nearby realities of the audience, gener-
aly city dwellers framed in this decade.

Table 8. The ten most watched titles: origin, rating, share

S Nane o
Title theoriginal | Producer Chan- | seriptwriter | Rat- | o . o
. nel or author of ing
idea or .. .
] original idea
script
1 La Ronca Colombia Caracol | Caracol Gerarg o anqn '] 13.7 | 52.13
de Oro Andrés Guzman
2 |Niche Colombia Caracol | Caracol | Arlet Castillo |11.29| 47.67
La César A
3 | Seleccion | Colombia Caracol | Caracol ) 10.51| 43.48
I Betancour
Mentiras —Svaz:rar?e)rl - Dell Chander,
4 USA Caracol | Hank Chilton, |10.31| 43.38
Perfectas Teleama-
Ryan Murphy
zonas
El Cano Gustavo
5 i ap Colombia RCN RCN | Bolivar, Alberto | 9.85 | 42.87
Gonzélez
Juan A.
Granados,
6 | Fugitivos | Colombia Caracol | Caracol | ClaudiaSanchez| 9.3 | 42.46
and Said
Chamie
Comando Verénica Triana,
7 Elite Colombia RCN RCN Pedro Miguel | 9.07 | 41.84
Rozo
8 LaViuda Colombia Caracol — Caracol | Yesmer Uribe | 7.97 | 40.59
Negra Televisa
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o |AIase | hombia | RCN | RON | Mauricio Navas | 7.75 | 39.87
Mexicano
10 |La Suegra| Colombia Caracol — | - acol | ANRFEmanda | 2 4, 1 g 53
Sony Martinez
Total number of productions : 10 Foreign script: 1
100% 10%

Source: Ibope Colombia— Obitel Colombia

The ten most watched of the year allow us to observe, on one
hand, the importance of Caracol as a production house and the way
it is positioned in terms of rating over RCN. Additionally, this list
contains a foreign original idea among the most watched and the
emergence of three co-productions.

Table 9. The ten most watched titles: format, duration, time slot

Number Dates of
Title Eormat Genre of chz}p./ first and last | Time
ep. (in broadcast slot
2014) (in 2014) (*)
La Ronca de . 01-27-2014to | Prime
1 oro Series | Drama 62 04-25-2014 | time
) . Prime
2 |Niche Series Drama 62 10-06-2014 cont. time
., . Dramal 04-28-2014to | Prime
3 |LaSdeccionll Series comedy 64 08-01-2014 time
Mentiras . 01-02-2014 to | Prime
4 | perfectas Series | Drama 16 01-24-2014 | time
. Drama/ 07-14-2014 to | Prime
5 | Capolll Series action 57 10-18-2014 time
. . Drama/ 08-04-2014to | Prime
6 |Fugitivos Series | yvtion 42 10232014 | time
o) . Drama/ 01-03-2014to | Prime
7 | Comando Elite Series ction 19 02-21-2014 time
8 [LaViudaNegra | Series | Drama/ 73 |09-01-2014 cont. | F1IMe
action time
Alias el . Drama/ 01-13-2014to | Prime
9 | Mexicano Series | vtion 46 03-17-2014 | time
Drama/ 04-01-2014to | Prime
10 | La Suegra Telenovela comedy 120 08-29-2014 time

Source: Ibope Colombia— Obitel Colombia
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In terms of genre of the productions, the appearance of action
and comedy as essential elements along with drama stands out sig-
nificantly. This corresponds directly with the management of the
series format and its dynamic character. Likewise, finding only
one telenovela on the list is an important detail, revealing a definite

change in the trend of consumption in Colombia during 2014.

Table 10. Themes in the ten most watched titles

PREVAILING THEMES SOCIAL THEMES
Title (Up to five most important (Up to five most important
themes) themes)
— Cultural tradition, personal
LaRonca | Love, intrigue, fame, power, . )
1 . enrichment, social and gender
de Oro music .
violence
2 Niche | Love, fame, music, corruption Cultural tradition, pro_fonal
success, corruption
La. . Love, sports, achievement, | Sports, achievement, family, lack of
3 | Seleccion ) .
N family economic resources
. Beauty prototypes, dysfunctional
Mentiras — - . )
4 Love, betrayal, lust, intrigue families, professional ethic,
Perfectas
adolescent problems
El Capo |Violence, love, death, revenge, | . D.rug tr_afﬁckmg, operation of
5 . justice, hit men subculture, mafia
11 family breakdown life
6 | Fugitivos Love, deceit, revenge Operation of justice, crime, socidl
violence
7 Comando Justice, love, adventure, Insurgent arouns. police life
Elite strategy gent groups, p
8 LaViuda Violence, revenge, death Drug trafﬁcklng,. corruption, mafia
Negra life
9 Aliasel | Revenge, drugs, easy money, Drug trafficking, corruption,
Mexicano power, death poverty
10 | La Suegra Love, family r qutlonshlps, Family, interpersonal relations
humor, intrigue

Source: |bope Colombia— Obitel Colombia

Among the themesthat characterize the ten most watched titles,
it is worth noting the contextual relationship with scenarios such as
violence and drug trafficking as two central axes present in most
productions, along with elements such as cultural tradition, family
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relationships and love affairs. A range of possibilitiesin which the
direction is granted by the dynamic narrative rhythm characteristic
of the series format and, in the case of telenovela, it is managed
from a humorous perspective which is connected to the melodra-
matic structure.

Table 11. Audience profile of the ten most watched titles:
gender, age, socioeconomic status

Socioecono-

0,
Chan- Gender % Agerange % mic status %

nel |Wom- 4to|12to|18to|25t0|35t0
en M| 11| 17 | 24 | 34 | 49 |5OF|AB| C |DE
La Ronca

1 de Oro Caracol | 63.4 (36.6(11.3|15.1 | 144 | 17.5|27.3|14.4|33.7|33.2|33.1

2 |Niche Caracol | 59.5 |40.5[13.1|19.2| 14.9 | 14.9 | 24.813.1|38.7|29.1|32.2

3 ;%ﬁlec' Caracol | 57.2 |42.8|15.8| 19.8| 12.1 | 158 | 24.4|12.1|37.8|31.1|31.1
g (Mentivas | ool | 61.9 |38.1|11.3| 145 | 145 | 195 | 25.7|14.5|34.4(31.2|34.4
Perfectas

5 :EIII Capo RCN | 549 (451|11.8|15.8|15.8 | 18.9 |24.9|12.8|42.3|34.6|23.1

6 |Fugitivos|Caracol | 61.2 [38.8|14.6|16.8 | 12.3 | 15.8 | 25.9|14.6|38.4/30.8/30.8

Titles

7 gﬁ[’e‘a”do RCN | 527 [47.3] 9.7 | 132 | 16.9 | 16.9 | 28.9|14.4|41.6/37.6/20.8
8 hzg\f:da Caracol | 56.2 |43.8|11.4| 189 | 1655 | 189 | 22.9|11.4|39.2|30.4|30.4
Alias e

9 |Mexica- | RCN | 56.2 [43.8| 9.8 |12.6|12.6|17.1|30.8(17.1{39.4|39.4|21.2
no
10 Ig_?aSJe- Caracol | 64.2 (35.8(10.9]19.1|13.7 | 16.5 | 24.7 |15.1|33.4|33.3|33.3

Source: Ibope Colombia— Obitel Colombia

As for the characteristics of the audience, it is important to
highlight the representativeness of the female audience, which is
highest in al the top ten productions. Additionally, in terms of age
groups, there is a very high proportion of an audience between 35
and 49 years old in al cases, the main consumers of these produc-
tions, athough there is an important representation among minors
in dissonance with a smaller proportion in the range of 18-24 years.
Asfor the socioeconomic level, AB holds the highest ratingsin con-
nection with the most viewed fictions.
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Several aspects are presented as essential axes to understand
fiction release trends and that deal with aspects such as quality of
production and transformations that have been generated in terms
of formats and television consumption. Firstly, the positioning of
the series nationwide stands out as a protagonist format of the prime
time and new creative possibility of the Colombian production. On
the other hand, it is important to note the growth of co-productions
and the opening this notion offers to other markets and forms of
achievement, which not only impacts in terms of construction of
content, but also consumption, something that is reinforced with the
premiere of productions that are not necessarily in Latin America.
Finally, it is worth highlighting the relationship found between ac-
tion and humor with drama in the release proposal and the recur-
rence of the biographical narrative of idols and popular figures as a
central theme for fictionin 2014.

3. Transmedia reception

The processes of digitalization and approach to the communi-
cation dynamic of digital scenarios and context of the multiscreens
in Colombia offer an incipient stage and in construction relating to
interactive participation processes and of deep understanding of the
scope of the network beyond information consultation or the per-
manent search for updates on socia networking and meeting with
old acquaintances through them. The transmedia reception process
is then a barely emerging road where content producers and audi-
ences find themselves before a few spaces of areal critical interac-
tion or gestation of collective intelligence processes. Similarly, the
size of transmedia fiction productions is hardly a cross media or
multiplatform plan, but without the necessary convergence or nar-
rative power to consolidate both the products and real transmedia
environments that interconnect their platforms. However, it isworth
noting the incipient effort from the production and even the same
communities that users have created to integrate television with
other digital territory spaces.
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For the analysis of this section, the most watched fiction in Co-
lombian TV during 2014 was taken into account, La Ronca de Oro,
which offers an interesting option for multiplatform use (without
being a transmedia narrative) and whose impact on socia networks
not only can be viewed from the standpoint of their official website
but also from those spaces created by users and fans of the series.
For this study, the official platforms of the channel and the produc-
tion were taken as reference and two fan pages which were observed
during the period between January 27 and April 25, 2014, which is
during the time that that production aired and where a significant
increasein fansand likesin unofficial pages stands out and the nec-
essary relationship between the figure of Helenita Vargas and her
representation on the small screen, central to the discussions, post
and memes made about the television adaptation.

On one level, the analysis of the producer’s proposal is neces-
sary to consider two main aspects. first, that La Ronca de Oro was
conceived as a television narrative proposal and not as a product
that is built from the relationship between platforms on a transme-
dia narrative framework; and second, that it was integrated with
Caracol’s media strategy, where al productions have a microsite, a
VoD application, a mobile named ParlarTV, Facebook and Twitter
profile and coverage on production themes by the news channel in
its entertainment section and some publications in the newspaper
El Espectador. This way there is a multiplatform and approach to
a convergence offer which is generated by the media product more
than by the narrative. These two factors are central to understanding
the emerging nature of the proposal of this production and its rela-
tionship with the transmedia proposal in television fiction.

On the Facebook page designed by the production for La Ronca
de Oro, there was an exponential growth of 500 to 9,500 likes dur-
ing the observation period, being a very important fact that their
fans do not belong only to Colombia, but reside in different places
in Latin America, mainly those in which this production has been
broadcasted. On the page, images and memes with scenes from the
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series, as well as screenshots from the official website of the chan-
nel and newspaper and magazine articles about the series and its
features are shared. Additionally, it offers information on its rating
in Colombia and in other countries where it was released, publish-
ing at least one post a week, reaching 65 in the observation period
with averages of 60 likes and 40 shares, being those of less impact
the ones offering text or links (with between 12 and 14 likes) and of
highest impact those that offer pictures or excerpts of the plot (with
between 60 and 90 likes). However, the page does not allow direct
interaction with the production beyond the commentary and in the
context of Caracol’sdigital platform; it is not a primary space.

In the case of the pages created by fans of the production, La
Ronca de Oro — Novela and La Ronca de Oro — Artista Were ana-
lyzed, where the participation of spectators and audiences both na-
tional and international is made evident. The first of these pages
obtained 4,410 likes and the second 5,130 during the observation
period, with post in which images of the series and some videos or
photographs of the artist who inspired the production were found.
Unlike the official website, in these spaces a much more active par-
ticipation of the audience is observed, asthey comment and post rel-
atively frequently (during the exhibition period, in a page there were
35 posts and the other 38, with averages of 40 likes and 28 shares).
Additionally, memes are created to express their views against the
staging of the show and 85% are favorable to the development of
history and its relationship to the life of Helena Vargas. It is aso
important to note that, in these pages, the information is not only
about the series, but there are also expressions that speak directly of
issues such as persona growth on the news feed.

This use of the social network as a promotional stage and with
interaction that only allows viewing of content but not its modifica-
tion becomes an important reference of the approach of the nation to
transmedia proposals. Although the audience builds and reflects on
production and some aspects of the story of La Ronca de Oro, thein-
tervention and interaction with the production isminimal. Similarly,
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the altering of fiction content only occursin the plane of memesand,
although there are positions about the development of the plot or
the characters within the comments, there is no contact with either
the production or the product. And if the intention by the channel is
analyzed, its intention does not go beyond the consumption of the
televised product, despite the many possibilities that its multiplat-
form design offers.

In thismanner, La Ronca de Oro shows a paradoxical situation,
in which, although options and possibilities have been explored (as
what recently happened with fictions like Escobar, € Patrén del
Mal and the first season of La Seleccion), there are still spaces to
be built from the point of view of production and from the spaces
set for receiving content. Similarly, there is a contradiction with the
fact that there is a capacity to develop a multiplatform, but it is re-
stricted to the disclosure of material and with a function to remind
about broadcasts as with the ParlarTV application. It is necessary,
in this sense, that the national production begin to explore not only
real interactive possibilities with the audience but aso for users to
understand the power of social networks.

Colombia has explored various mechanisms and possibilities
of generating a convergence process between the multiple digital
platforms being offered in the framework of contemporary digitali-
zation and integration with tools such as mobile technology. How-
ever, as suggested by the case of La Ronca de Oro, one cannot speak
of a fully transmedia process nor from the products, where even
the fictions remain tied to the small screen as a space for narrative
development, or from the interactions with the audience which are
limited to disclosure and viewing processes rather than interactions
that modify the fictions. In the case of fans, their use of networks
denotes management of some interactivity strategies and creative
and expressive tools, such as memes or post, but the construction of
spaces and strategies to build a visible participation is still deemed
necessary. In summary, Colombiafaces a paradox when it comes to
transmediation: to have all the resourcesto makeit possiblein all of
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its dimensions, but still maintain the classic boundaries of a reality
in which thereis still no materialized convergence.

4. Highlights of the year

Within the highlights of 2014 thereisthe presence of nine series
and onetelenovela. Among these, there are three co-productions and
a remarkable representation of fiction produced by Caracol Tele-
vision, which has seven of its programs in the top ten. Highlights
include two fictions framed in the environment of popular charac-
ters associated with music and biographical recreation of their lives
with some changes in relation to the history of Helena Vargas and
the niche group, respectively.

So, first is La Ronca de Oro, a series of Caracol Television
that recounts events in the life of the famous singer Helena Var-
gas, known as “La Ronca de Oro” in the context of the Colombian
society of the 50s. The story focuses on the singer’s biographical
facts, including her childhood, youth and life as an established art-
ist. There is a placed emphasis on the obstacles that she had to go
through in a hostile environment since the women of her time had
to assume the traditional roles of wife and homemaker. In turn, it
recounts her amorous successes and failures which give the story a
dramatic and intense tone.

Secondly is Niche, a series that chronicles aspects of singer
Ivan Cuero’slife, lead singer of Colombian salsa band called Grupo
Niche. The artist began hismusical career with great enthusiasm, but
some obstacles, such as heartbreak, his father opposing to his musi-
cal aspirations and knowing facts about his real father, has the artist
constantly facing situations that inexorably lead him to be one of
the most recognized and remembered artists of the popular musical
group. The plot revolves around the family secret of its origin as the
starting point from which the singer finds hisidentity and destiny.

After these two proposalsisLa Seleccién I, which corresponds
to the second season of the series that seeks to pay tribute to the
Colombian soccer team which stood out in the 90s for winning in-
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ternational achievements. The story focuses on five of its most fa-
mous cracks —Carlos “El Pibe” Vaderrama, Freddy Rincon, Rene
Higuita, Faustino Asprilla and Ivan Rene Vaenciano (star of the
season)— and not only narrates their important and controversial
sporting success but their lives.

Subsequently, comes the series Mentiras Perfectas, co-produc-
tion of Caracol, Warner and Teleamazonas based on Nip/Tuck. It is
aseries of Caracol Channel that develops in the context of cosmetic
surgery where two colleagues and friends own a clinic, sharing not
only the passion for this activity but also their admiration, rivalry
and mutual envy about the profession and also the wife of one of
them who a partner secretly loves. Intrigue, moral dilemmas, inspir-
ing events and the unexpected revelation of a great secret are facts
that mark the development of events in which both characters are
showing their true feelings and intentions.

In fifth placeis the third season of the series El Capo, of chan-
nel RCN, which recounts how Pedro Pablo Leon Jaramillo, after
spending three years in prison, tries to thwart the drug trafficking
network, to which he once belonged, in order to somehow com-
pensate the evil that he had done to society. In his difficult mission
the character tries to reestablish contact with his wife and daughter
who have not seen him since he was imprisoned and from whom he
wants to obtain forgiveness.

Subsequently is a Caracol’s production, Fugitivos, which tells
the story of a man who is unjustly accused of a crime he did not
commit and which results in the end of his marriage and employ-
ment. All tests condemn Julian, but he knows that, behind the ac-
cusation, there is an orchestrated plan to blame him which does not
leave any clues. Julian, with the desire to regain hislifeand clear his
name, decidesto go in search of someone who can give him clues of
the crime. To do this, he flees from prison, but not before meeting a
woman named Esperanza with whom he develops an affair and who
winds up inevitably involved in Julian‘s life and of whom Julian
must also prove hisinnocence to.
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In the seventh position is RCN production, Comando Elite,
which tells the story of Colonel Saravia, who is the chief of intel-
ligence and special operations of the secret police and leads a suc-
cessful elite commando specialized in combating insurgent groups.
However, the Colonel must face the death of his son in the hands of
aguerrillagroup and this has serious consequences for his marriage
which he must try to save. The plot revolves around the characters
that make up the €lite group and who must go through various vi-
cissitudes to infiltrate and go unnoticed assuming various roles and
identities. This brings them into conflict, fears and mistrust as well
as confusing episodes in which they believe to be in love and in
which they must take risks to avoid being discovered.

In eighth placeis La Viuda Negra, a series which is the adapta-
tion of abook called La Patrona de Pablo Escobar. It tells the story
of Griselda Blanco, drug dealer known as “the queen of cocaine”.
The seriestells how this dangerous drug deal er becomes a vengeful
and murderous woman because she is a girl being abused by her
stepfather and then betrayed by her first love. Since then, the woman
engages in different romancesthat are characterized by betrayal and
subsequent murder of her partners. However, a dramatic event, the
kidnapping of her son, makes the black widow embark on a danger-
ous mission that goes well, although only temporarily, since death
iswaiting for her on a street in Medellin.

In the ninth place of the most watched of the year is Alias €
Mexicano, a series that narrates some episodes of the life of who
was considered one of the most bloody and ruthless Colombian drug
traffickers. The story revolves around the character’ s obsession with
power and money which leads him to discover the drug businessin
which he sees an infinite source of resources to satisfy his whims,
which includes a girl from whom he wants to receive favors and
who must struggle to escape persecution and harassment. Mean-
while, Gacha must face other rivals who want to have control of the
business to the extent that, although corrupt, must preserve order
and end up killing him.
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Finally, comes the only telenovela of the ten most watched, La
Suegra, in which the central character, Victoriathe widow, isasuc-
cessful woman working on atalk show and that at a given moment
sees how her career, which devel ops abroad, away from her family,
plummets when she is discredited by a journalist. Thus, she takes
atrip back to Colombia where supposedly she is being awaited by
her children and family members aswell as a thriving company into
which she wants to devote al her strength. However, once she ar-
rivesin the country, shefinds abankrupt company and children who
are not willing to support her inits plan.

The highlight of 2014 in Colombia allows the observation of a
central trend in which the contents of the most viewed fictions lean
towards managing narrative proposals that are prevailing or han-
dling thrilling and fast rhythms marked by an emphasis on action
and violence or recurrence to humorous and fanciful situations to
increase the load of entertainment in relation to the melodramatic,
aswith thesinglelisted telenovela. Likewise, it isimportant to high-
light the presence of five amost biographical fictions, marking yet
another trend within the production which refers to an emotional
dimension in the audience. Finally, the presence of the adaptation of
American series as another line of narrative rhythm of the speed and
impact is worth noting.

5. Theme of the year: gender relations in the television fiction
Television isundeniably related to the construction of cultural
and social representations. It isalanguage that includes, stimulates
and expresses in a cardinal form the thought conditions of societ-
ies and, in fiction, rather than embark on the exclusive adventure
fantasy, takes care of providing the perfect lens to identify central
ideas that lead, condition and categorize cultural behaviors of so-
cial groups. So, television as part of the way in how modernity
comes to Ibero-America (Martin-Barbero, 2005) does not escape
the approach of a national vision that beats between its scripts and
where the face of violence lives with hope and, in the case of gen-
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der, patriarchal systems with new options of the feminine, queer,
LGBTI and even masculinities. Thus, in the mirror of the small
screen, with its ghosts, fears, dreams and representations, Colom-
bia's face is drawn through its fiction and is revealed with the
vital dynamics of the charactersin its stories and who in the issue
of gender are found in a crossroad between dogmatic radicalism,
evident abuse and the limited spaces of their free development as
human condition.

In this context, television is established as a key element, not
only as a communication medium but as enculturation and social-
ization device, provider of representationsand framework of refer-
ence in which fictions confront us directly with the consolidation of
agender dimension essentially traversed by the tension between the
binary patriarcha paradigm (male-female) and the multi-diversity.
Beside it is the ghost of violence that rages in principle against the
feminine and is expressed in all barbaric figures and scenesthat per-
manently mark the landscape of crisis of gender that fill statistics
of displacement, rapes, acid attacks and al sorts of abuse where
the most paradoxical manifestations are in the gap between law and
life. Issues are reflected on the screen when the fictional structure
not only deliversfictional melodramas in which the nation has been
represented since the end of last century but also in those seriesthat,
in its speed, offer a bunch of characters who reflect values rang-
ing from freedom to the reaffirmation of those modelsin which the
woman is an object, the man is a gentleman and members of other
communities, a bad joke of nature.

Then, to enter into a direct review of the gender and its pres-
ence in fiction, it is necessary not to separate the organic relation-
ship between television and nation, where the visual language enters
apanoramaof technological convergencein which the performative
power (Butler, 2008) of its messages now is not only restricted to
a screen, but navigates within different devices. This dynamic is
reinforced by the presence of the multiple manifestations of a cyber-
pragmatic (Y us, 2008) and atransmedia scenario, in which the para-
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doxes are repeated, legitimized and extended, as has happened since
the time of melodrama and as it happens within the framework of
the transience of the series and their combinations between drama,
action and humor — positions and proposals, where gender appears
again as a dispute, tension and a reflection issue interweaved be-
tween different modernities.

Infirst instance, it is necessary to consider the relationship be-
tween television and socia representations of gender becoming an
extremely important link from the potential construction of speech-
es in which a performative character is remarkable in the manage-
ment of plans, plot and narrative development. Thisis also evident
in the consolidation of social representations that seek to guarantee
an order, establish the should-be and, in turn, play arole of social
control (Moscovici, 1961), which hasitsrootsin the central paradox
of the nation and its membership by inheritance to patriarchal mod-
elsthat, in terms of fiction, have been built, reconfigured and even
strengthened despite the timid attempts of transformation of these
representations. Those aspects can be glimpsed when, in given fic-
tion, women have begun to gain ground through their own efforts,
and in the other, it isthe shade of theidol and more than companion,
a pOossession.

This patriarcha dimension is understood when a revision to
the melodrama and structure in the Colombian case is made. To
paraphrase Martin-Barbero, melodrama served in the final years of
the 80s and 90s to characterize one of the essential features of Ibero-
American culture as a culture based on a dramatic symbolic matrix,
somewhat different from the rationalist matrix itself essence of the
Anglo world. This matrix has as unigue expression the melodrama
sinceit it embodies that emotional and tragic component of the ex-
istence of men and women in our continent, through which various
forms of inhabiting the world pass. However, in the condition of
gender, along with the binary male-female matter, social representa-
tion of women is established as fragile and delicate that is redeemed
through the love of aman, a prince or an entrepreneur.
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This vision of the melodramatic genre is a clear expression
of culture tradition that comes from the ancestors of the Spanish
world, of the ingtitutions inherited from the way how the premoder-
nity mixed itself with elements of modernity and the feuda world,
wherethe man is conceived asthe great master, the dispenser central
authority and the one who decides the destiny. Women, on the other
hand, are presented as the selfless figure behind the male, obedi-
ent, submissive, loving and with little possibility of redemption. A
model in which this is evident, as written by Estramina and Fer-
nandez (2006), is women as the ones bearing the weight of stigma
and undervaluation, moving to the plane of the symbolic figures of
beings that represent what is consigned to them, which does not fit
and therefore is excluded from the relationships established by in-
dividuals. Thus, in those first melodramatic and rural proposals, the
woman who had no access to any opportunity would see, with the
advent of industrialization, a changing context. While the redemp-
tion of poverty can be achieved by their efforts, there is till the
weight on the shoulders corresponding to personal life (still linked
to the dominion of man), in which, together with the ability to fight
for independence, there are ghosts of aggression and implied dec-
larations in social representations of the corrupt nature of thought,
feeling and to be different and where, next to the figure of the brave
and courageous mother, there isthe rise of the hit man (and its com-
plex relationship with the mother), the queen, the crazy woman and
murderer.

Now, in terms of melodrama and their truest expression, which
corresponds to the telenovela, it is worth noting that Colombia some
years ago established itself as one of the telenovel as producers with
more projection and impact on the landscape of fiction and a pro-
posal that successfully manages to combine a local initiative with
a global perspective of interpretation of cultural mediathat are im-
plicit within the language of atelevision proposal. With a high tech-
nical invoice and ingenious development of storiesranging from the
look at the regional soul in Café, con Aroma de Mujer to the practi-
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cally global success of Yo Soy Betty, la Fea, the nation manages to
consolidate its production from proposals and treatments in which
those perspectives, issues and opportunities are approached, that, in
the background, are considered new processes of achievement and
exploration of telenovela as atelevision genre.

However, in terms of gender, in the various stories that charac-
terize this moment in Colombia as a telenovela producer, the main-
tenance of aseries of classic structures of the patriarchal view of the
world and a notorious performative charge towards the consolida-
tion of some social gender representations marked by the strength-
ening of the models of masculinity and femininity characteristic of
this paradigm can be forcefully observed. Similarly, it is pertinent
to emphasize the presence of a total remoteness and distance from
other forms of gender, which, within this period in the rise of the
telenovela, are excluded or mocked.

This is understandable if we look carefully at the roles, parts
and characters development that are carried out within the frame
of these television proposals. The woman, though struggling with
certain characteristics of independence and character appearance,
still comes under the canons and parameters in which sheis viewed
from acertain fragility and preponderance of physical beauty. Thus,
Gaviota, in Café, con Aroma de Mujer, achieves a promotion not
only for her ability to fight but also because of features that make
her fit into the mold of the attractive woman; and Betty, marked by
her physical aspect, ends up succumbing to reinforce the idea of
the woman accessory. One element that is narratively structured is
when this character ends up changing her appearance to match pa-
rameters and trademarks of its social dynamics. It makes evident the
paradoxical question of atransit to the urban in an incipient indus-
trialization, because, although sheis presented as aturning point for
women redeemed by others into seeking her own redemption, she
ultimately ends in the provision of reinforcement of the model and
implicitly considering the need to adjust herself to it, at least from
the parameter of beauty in a country proud of its beauty pageants.
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As for other forms of masculinity and gender, production of
Colombian telenovela focuses on a patriarchal, dogmatic model.
The masculineis offered from the condition of power and dominion,
the central characters are beaux-alphafor whom all women enter in
disputes and generally are in positions of corporate power in which
they can decide, shout and never suffer or are weak. On the other
hand, the role of other genders either arises from complete igno-
rance or its presentation as comic characters, whose funny nuance
lies precisely in their gender, such asin productions like Chepe For-
tuna and the character Lucas de la Rosa, full of clichés and aridi-
culed view of the homosexual condition. However, therole of Laisa
Reyes, in Los Reyes, is worth noting. While suggesting a humorous
key, it offered a somewhat different look to the transgender popula-
tion and, although its presentation is more linked to a commercial
intention, it finally ends up making other gender conditions visible
on the small screen. Thus, in the production of telenovelas, thereis
aclear preponderance of thelogic of selling the product above areal
awareness of the consolidation of a profound look to the status of
gender and its diversity, as well as the presentation of the feminine
beyond the proper elements and that define a patriarchal vision of
the world

Now, with the 21st century, a profound difference with the
preponderance of the telenovela begins to be seen, materiaized
with the predominance of the series format, which begins to take
the national grid and ends up dominating almost the entire prime
time. Thisis a very interesting transformation process in which the
dramatic structure is reinforced with a proposal focusing on the dy-
namism and a major concern for the impact of the narrative and
its commercial dimension and where social gender representations
offer a glimpse into this paradoxical Colombian condition between
legal, real and ideal.

Series offer minimal possibilities of transformation of gender
perspective, although it is worth noting that they maintain extensive
features of the ancestral model, especialy when looking to imitate
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fiction scenarios or approaching national history and their idols,
which, asisthe case of productions like La Seleccion |1 and Niche,
place the female in a position of self-denial and woman as man’'s
companion and witness of his successes. The same happensin Men-
tiras Perfectas, where, athough conditions of different genders and
chaotic relationships are explored, women remains a subject of dis-
pute and a being that is worth more for the desire it wakes in others
and her appearance than for other conditions typical of her feminin-
ity. Meanwhile, caseslike La Viuda Negras are oriented towards the
presentation of the fighter and strong woman, even taking her to an
exchange of roles, becoming a patron, who even makes Pablo Esco-
bar feel fear and who shows a woman that leaves, manipulates and
dominates through force and violence, giving an evil or perverse
tinge to the woman that, although liberated, does not succumb to the
fate that is designated to her gender.

In the case of La Ronca de Oro, the most watched series in
2014, it presents women in a condition seeking to excel in a typi-
cally strong sexist and gender violent worldwide. Seeking to portray
midcentury society in the nation and its conservative character, a
strong discourse of abuse arises towards the protagonist, who, since
the rise to her musical success, presents a first possibility of ob-
serving the fight of women and their difficulties, even within the
framework of a presentation of the feminine with a high dye of the
patriarchal model, which islinked to the setting of this biographical
series and its awareness of belonging to atime when women looked
like a docile object and one unable to exercise her freedom. Thus,
Helenita's liberation and redemption is presented as an interesting
point of reflection on another vision of the feminine, although the
overall picture of fictions is only one of those few counterpoints
before proposals of the patriarchal male asthosein series of national
idolsin which women return to their submissive status and the other
gender possibilitiesto be ajoke or part of darkness.

S0, in the series, it is possible to observe the tension over gen-
der in the national production and that, in the life of the country,
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is embodied in that condition of discord. The dispute is between
the constitutional guarantees and a conservative court, a church that
wants to look advanced, but remains with its dogmatic radicalism,
and men, women, LGBTI and queer seenin cold statisticsin which,
more than demanding their freedom, what isreflected is their abuse,
conviction and some small lights of hope for their advancement be-
yond the current paradox of adominant model and the freedom that
involvestheir collapse, even for the domineering.

In Colombian television fiction there is the best reflection of
the paradoxical and contradictory character of gender issues in the
country. This is a situation of discord between the vision of the
country legally armed of its constitutional and institutional system,
reinforced by a singular multiplicity of social organizations, with
the prospect of the country dreamed and long diatribes, conferences
and disquisitions on the importance of recognizing the difference
and real country, with figures and chilling testimonies about vio-
lence against women, abuse and exclusion of LGBTI communities
and social sanctions for other masculinities.

Fictions show this paradox of a nation that proclaims the dif-
ference, but that, under the specter of violence and rooted nature
of patriarchal legacies, continues to shape socia representations
in which, next to inclusion is brutal abuse and next to the search
for equity is the dynamics of the patriarchal model, where, as seen
in the ten most watched in 2014 and in the historical dynamics of
television production, alongside the independent and combative
woman, the sensitive and capable of crying man, and the LGBTI
who reclaims his human dimension, there are still persistent images
of the woman accessory, apha male and the ridiculed LGBTI man,
heritage of a society where gender is disputed and its condition isto
be contradictory and in conflict.



Colombia: genre in discord | 223

References

BUTLER, J. (2008) El género en disputa Barcelona: Paidos.

ESTRAMINA J; FERNANDEZ, B. (2006) Representaciones sociales de la
mujer. Available at: <http://www.raco.cat/index.php/Athenea/article/view-
File/39734/39571>.

MARTIN-BARBERO, J. (2005) Oficio de cartgrafo. Mexico: FCD.
MOSCOVICI, S. (1961) El psicoanalisis, su imagen y su publico. Buenos
Aires: Huemul.

YUS, F. (2008). Ciberpragmatica. Barcelona: Ariel.






5
EcuADOR: FICTION, BETWEEN SANCTIONS
AND GENDER STEREOTYPES

Coordinators:
Alexandra Ayala-Marin and Pamela J. Cruz Paez

Team:
Juan Camilo Moalina, Jorge Mifio and Andrés Valarezo!

1. Educador’s audiovisual context in 2014

After the publication of the general policy for the Organic Law
of Communication (LOC, in Spanish), on January 27, 20142, Ec-
uadorian media started to act under a new set of rules: diffusion of
their deontological codes, obligation to broadcast intercultural con-
tents, designation of a defender for audiences and readers, percent-
age limitsto publicity in visual contents, accountability, data updat-
ing for the public media registry, demand for broadcasting 60% of
local production in audiovisual contents, and broadcasting based on
schedules.

The year 2014 was defined, additionally, by the number of
sanctionsimposed by the Superintendence of Information and Com-
munication (Supercom) to communicators, actors and media®, such

! Research assistants: Karla Villalba, Mayra Andrade, Margarita Cardenas, Juan Miguel
Rodriguez, Haidée Castillo and Fernanda Vizcaino.

2 Thislegal instrument was published in the Official Registry No 170, on the cited date.
Its purpose is to rule the application of the Organic Law of Communication, issued on
June 25, 2013, the attributions of the institutionsin charge of regulation and control of the
communicational activity in Ecuador.

3 According to the accountability reports by Supercom, up to December in 2014, its eight
branches received 258 accusations; 113 of which end up in asanction, 100 were filed, 29
are being dealt with, and 16 were acquitted (Supercom, 2014:15). Among the cases that
are closed watched by this institution, outstand the sanctions imposed to the caricaturist
Xavier Bonilla, Bonil, aswell asto El Universo journal dueto “their involvement in legal
matters’, El Extra journal, due to discriminatory content, and the extinct Hoy journal
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as Teleamazonas, because of their comedy program Vivos and the
sitcom La pareja feliz, forced to come off the air after having run
for five seasons; in 2011, such a program belonged to the top ten of
fictiona television (Anuério Obitel, 2012:284-286).

Additionally, four written mediawere shut down, among which
Hoy journal, in Quito, liquidated by the Superintendence of Com-
panies, after 32 years of its foundation. On the broadcasting arena,
ECTV, the public network, increased its budget for both national
production and corporate image; the legidative television channel
was created, UHF channel; coverage area and the number of us-
ers of cable, home and mobile internet also increased. Additionally,
the implementation of the Digital Terrestrial Television (DTT) isin
progress and expected by 2016.

In 2014, for the second consecutive year, Ecuavisaleadsthe top
ten with nine out of ten slots. Among the ten most viewed fictional
programs, there are two of its productions. Tres Familias and El
Combo Amarillo in the second and eighth slot, respectively; even
though, the network form Guayaquil let go 5% of its stuff in order
to optimizing resources.

1.1. Open television in Ecuador

As can be seen in Chart 1, there have not been any variations
as for the number of channels in VHF, in open signal. Out of the
seven channels, the ones labeled as seized* have not changed their
structure in terms of ownership as they continue to be managed by
the state, with workers being responsible for certain actionsin such
networks. Ecuador TV, the public channel seven years sinceits cre-
ation, isthe youngest in the roster®.

because of not publishing the number of samples per issue.

4 Such a classification belongs to Ecuador, since the state seized the two TV networksin
2008 because of the debt of their former owners to customers of the bank, they used to be
stockholders after the financial crisisin 1999.

5 There are two other open signal networks, not located in the main cities, which are not
included on the list because they are not measured by |bope Ecuador: Telerama, based in
Cuenca, third most important city in Ecuador, and OromarTV, based in the city of Manta,
in the province of Manabi, named the first HD channel; that isto say itsmain signal isin
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Chart 1. National open television networks in Ecuador

NETWORKS/ NETWORKS
PRIVATE CHANNELS / PUBLIC NE];V;KI;I;;{S]?;)ZED
4) CHANNELS (1)
Teleamazonas Ecuador TV (ECTV) Telev'(g;;ie_:_c?aﬁco
Red Telesistema (RTS) TC Television
Televisora Nacional
(Ecuavisa)
Cana Uno
TOTAL =7 NETWORKS

Source: Supertel / Obitel Ecuador

In the administrative field, the Superintendence of Companies
issued a resolution including TC Television in the list of the 2,000
most i nactive companies because of not rendering its annual general
balance, its losses, profit statement, among other documentation in
June. It isworth mentioning that inactivity isone step prior to disso-
lution and liquidation. Additionally, on May 28, 2014, such a chan-
nel had to issue apublic apology, sanction determined by Supercom,
because of sexist treatment given to women on its segment called El
Nalgometro in its reality show Soy el Mejor. Supercom sanctioned
Teleamazonas and its sitcom La Pareja Feliz, in response to lawsuits
by social organizations and LGBTI groups due to their content dis-
criminatory of gender and sexua orientation, stipulated under the
article 62 of the Organic Law of Communication (LOC). Such a
channel was obliged to issue public apologies and pay 5% of their
total income of three months, which accounted for a total of US$
115,000. Due to these sanctions, according to the series producers,
Teleamazonas had to pull the series off the air in order to avoid
heftier monetary sanctions.

1.2. Audience tendencies during the year
In 2014, Ecuavisa confirmed its hegemony, asfar asrating lev-
elsare concerned: it continued to lead in audience preference in na-

HD, since they complied with the ISDB-T regulation for broadcasting terrestrial digital
television in 2012.
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tional tendency, with 6.7 points; even though, in 2013 it registered
0.4% more points (7.1). The perfect evidence of such a high tuning
in is that it occupies amost the complete top ten in the fictional
genre: seven of its telenovelas and two of its own series.

Graph 1. TV audience by network

Network Indlv.ldual %
audience
GamaTV

M Gama GamaTV 4569 | 3.65

[l Teleamazonas
B RTS Teleamazonas 49.62 3.97
[] ECUAVISA RTS 65.5 5.24
[l TC Television ECTV 29.07 2.32
a8 ~ [ cand Uno Ecuavisa 8461 |6.77
) 6:77% 2.32%4 I Ecuador TV TCTelevison | 8179 | 654
[ others Canal Uno 36.86 |295
Others® 36.72 2.93

Source: Ibope Media. Elaboration: Obitel Ecuador

TC Television is immediately after with a slight (0.2) differ-
ence. Other channels went up audience percent points towards the
measurements in 2013, except for Teleamazonas, which contracted
over apoint (3.9 against 5).

Within the total share in VHF band, Ecuavisa remains in the
first spot with 21.6%. Also, it isimportant to note the growth of the
public channel, ECTV, which, with 7.4%, accounts for two points
in 2013.

Asfor the offer of television genre, it is evident that fiction and
entertainment programs, among which redlity shows, capture largest
audiences. Entertainment went up six pointsin comparison to the previ-
ousyear. By doing so, it placed itself asthe genre with greatest growth.
Conversdly, information went down five points, movement that dis-
plays several consequences of the application of the Law of Communi-
cation (LOC) and its set of rules. Other genres remain the same.

% Inside the item labeled as “others”, we can also find UHF channels, such as Canela and
Oromar TV in HD.
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TV networks L %
share
GamaTV 8.77 11.69
W GamaTv Teleamazonas 9.49 12.65
Tel
W Teemazones s 1243 | 1657
m RTS
 ECUAVISA ECTV 5.56 7.41
[l TC Television Ecuavisa 16.21 21.60
I Candl Uno TCTelevision | 1555 | 20.73
[l Ecuador TV
Canal Uno 7.02 9.36
Total 75.03 100.00
Source: Ibope Media. Elaboration: Obitel Ecuador
Graph 3. Offer of genres in TV programming
Total
I broadcast %
genres
] hours
W Information | ™ nformation | 41,886 | 18.83
Il Fiction Fiction 67,078 | 30.16
[ Entertainment | | Entertainment | 61,173 27.50
[l Religious Religious 4,624 2.08
[ Sports Sports 14,847 6.68
[ Education Education 12,298 5.53
I Political Political 4,717 2.12
[ Others Others 15,806 7.11
Total 222,429 100.0

Source: Ibope Media. Elaboration: Obitel Ecuador

1.3. Advertising investment of the year: in TV and fiction
According to the data provided by I1bope Media, even though
Ecuavisa dominates both ratings and the top ten of television fic-
tion, Gama TV, channel seized by the government, shows more ad-
vertisement investment in 2014 (23.64%) thanks to the acquisition
of the broadcasting rights of the Ecuadorian soccer championship,
which obviously sets it apart from the rest of the channels. Ecu-
avisa continues to draw advertisement (16.73%); TC, also seized,
places third (16.40%); Teleamazonas, which has sued for losing the
broadcasting rights of several soccer teams, places fifth (14.31%).
ECTV, the public channel, has opened to advertisement along with
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broadcasting the soccer championship: nonetheless, it only draws
0.95% of thetotal.

1.4. Merchandising and social merchandising

Similarly, asin prior years, 2014 has not registered any actions
nor any merchandising in any of itsfictional productions premiered
in the year.

1.5. Communication policies

In January 2014, theissuance of the general policy for the LOC
added some criticism and questions to those brought out by the is-
suance of the law from professional and media sectors. In certain
cases, the set of rules was deemed unconstitutional. Firstly, because
Supercom was created, an institution for control and sanction, which
was not taken into account in the law. Therefore, article 425 of the
Constitution was not respected, which refers to the hierarchical or-
der of the application of rules, because a rule cannot be above alaw
nor can the head of State who approved it take attributions that are
restricted to the Legidlative Function of the State, when it regardsto
reforming laws.

Secondly, because other articles of the policy also overlook the
LOC or contradict it. Article 3 regulates the media that operate on
the internet and yields them rights and obligations, which are not in
Article 5 of the law. Article 6, referring to national mass media of
foreign ownership, reforms Article 6 of the LOC. Articles 56 and 58
allow the use of 20% of photographic and audiovisua composition
of international origin, when the law, in its Article 98, bans it. In
the LOC, Article 9 refers to the deontological code, and number 10
establishes the deontological rules, which must be included in the
code, nonetheless, article 8 of the policy includes the manual of the
style that the medium must have in the deontological code. Thus,
once again regulation is over the law.

Similarly, international treaties of Human Rightsratified by the
State prevailed above any other judicial rule or act by public power.
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Nonetheless, there are several articles that do not pay any atten-
tion to them: Article 7 of the policy adds value to information: it
is either positive or negative to be of public relevance; establishes
parameters that can be vast, subjective and interpreted by the State.
Therefore, such an article opposes principle 6 of the Declaration of
Principles on Freedom of Speech, which establishes that such con-
ducts should not be imposed by the State.

Article 11 applies prior censorship for omission, which leaves
in subjectivity the respective sanction for having published or not
certain information. Besides, Article 81 determines that both radio
and television media require the approva by telecommunication
authoritiesif they wish to broadcast in conjunction with other chan-
nels.

Theselast two articles contravene thefifth principle of the Dec-
laration of Freedom of Speech, which establishes free flow of infor-
mation and prohibition of censorship prior to alaw.

Article 30 of the policy establishes that nationwide media will
fund the audience defender, but it does not mention the set of rules
for his’her remuneration, which issues anew way of control, oppos-
ing Article 24 of the American Human Rights Convention, which
establishes equality before the law, and Article 25, which assures
access to justice, ideal mechanisms to guarantee the rights of the
citizens.

Additionally, while the application of the policy of the LOC
focuses on watching the content of the media rather closely as
well as imposing sanctions to what is deemed as disobedience, the
038-202014-INPS-DNJRD resolution, by Supercom, states that
comments made by the President of the Republic during the “enlac-
es ciudadanos” (citizen links) are not communicational content and,
as such, are not sanctioned by the Organic Law of Communication’,
therefore, right for replication cannot be regquested.

7 <http://lamordazaec.com>



232 | Obitel 2015

Since theissuance of the LOC and its set of rules, between July
and August, four journals have been shut down. Along with the Hoy
journal, already cited above, are other journas, such as La Hora
from Manabi, La Hora from El Oro and Meridiano from Guayaquil.
LaHorafrom Manabi, after 16 years, attributed its shutting down to
“the restrictions imposed by the Law of Communication as well as
its policy” to censorship in conjunction with scarcity of advertisers®.
In September, the news department of Ecuavisafired 27 people due
to “internal restructuring”.

1.6. Public TV

Ecuador TV, the public network, annually summons indepen-
dent audiovisual projects, under “Proyecto 77, whose purpose was
to provide opportunities to quality television production. After a
brief presentation, such projects are produced in conjunction. This
way, several starting projects were supported by providing them
with coproduction, grid or programming by the channel.

Through this summon, ECTV wants to promote the discussion
of issues such as gender, health, socia responsibility, human rights,
diversity, migration, history, environmental issues, art, culture, so-
cia inclusion, citizen participation, and national identity. The cho-
sen projects will count on a US$ 34,000 budget.

Asameansto generate funding, ECTV also broadcasts match-
es of the Ecuadorian soccer championship as well as specialized
programs. Additionally, such a channel has renewed its institutional
image to celebrate its seventh anniversary and also rerun the Brazil-
ian telenovela Esclava Isaura, which Ecuavisarun 10 years ago.

Television Legislativa (TVL) isastate channel, created in or-
der to follow and inform about activities by the National Assembly.
In March, the National Council of Telecommunications (Conatel, in
Spanish) granted temporary permission for channel 42 to be on the

8 Fundamedios (2015). "Las agresiones contra la libertad de expresion se incremen-
taron en 46%". Available at: <http://issuu.com/leyinconveniente/docs/liberdade
expresi__n 2014>
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air on UHF. Making it the latest of the space run by the Ecuadorian
state, this accounts for most of the Ecuadorian media

The TeleEducacion project (Educa) runs for an hour on adaily
basis, not accumulative, within local television programming, in or-
der to comply with numeral 4 in article 74 of the LOC. Its objective
is to promote content that “ strengthens the construction of a peace-
ful Ecuadorian society, within the well-being framework” (Marco
del Buen Vivir).°

1.7. Paid TV

Supertel states that, in 2014, there were 1,210,575 subscribers
to paid television; that is to say, a penetration of 28.70%, which ac-
counts for a seven-point increase in comparison to the year before.
The total estimate of service usersis 4,600,185 inhabitants. Direc-
TV leadsthe cable TV market with 34%; next is CNT (Corporacion
Nacional de Telecomunicaciones, public enterprise) with 22%. The
TV Cable Group, 16%; Univisaand Conecel, 4% each; Cable Union
and Ecuador Telecom, 2% each; and other providers control 16% of
the market.

According to Senatel (National Secretary of Telecommuni-
cations), in Ecuador, there are 228 cable providing companies and
seven offering satellite connection (DTH), reaching places where
cable television does not. In 2014, TV Cable Group started provid-
ing such service as well.

1.8. Information and Communication Technology (ICT) trends
Through the Regulation and Telecommunication Control
Agency (Arcotel), Senatel states that, until September 2014, the
number of households using internet service is 5,979,942; that is,
37.46% of the population, which accounts for a 7.29% increment,
in comparison to the year before. The provinces whose internet
use is the highest are Pichincha and Guayas, where Quito and

9 <http://www.educa.ec/index.php/quienes-somos>
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Guayaquil, the most populated cities in Ecuador, are located re-
Spectively.

Additionally, Senatel has 291 internet registered providers in
Ecuador. CNT isthe company that accountsfor 57.18% of the Ecua-
dorian market. TV Cable Group is second, with 12.52%, and Claro
isthird, with only 9.22%.

As far as mobile internet service is concerned, its number of
usersincreased as much as 1,144,922 in comparison to 2013, which
accounts for a total of 4,934,076; of whom 63.87%, subscribed to
Claro, a company of Mexican capital; while the Spanish company
Movistar has 30.42%, and the state company CNT, only 5.71%.

With internet, the reproduction of content has undoubtedly
changed; that is why cable operators have ventured into Video on
Demand (VoD), which places contents to be readily available to
customers at any moment, such as Claro Video and CNT Play; for
the latter its strength is national productions.

For the implementation of the Digital Terrestrial Television
(DTT), the Ecuadorian government has signed a contract with the
Japanese Bank for International Cooperation (JBIC). In 2016, the
first analogical blackout for both Quito and Guayaquil will take
place, and in 2018, for the rest of the country.

In 2014, the audiovisual context of Ecuador was marked by
the issuance of the set of rules of the Organic Law of Communica-
tion (LOC), which created the National Superintendence of Com-
munication and Information (Supercom), and contains articles that
reform the law, which contravenes both the Constitution of Ecuador
and international treaties. The sanctions applied to the mediaintend
to produce programming customized to the specifications of the
control organisms, which implies athreat to freedom of press. Due
to the application of such rules, four journals have been shut down.
TV channels prefer to invest in entertainment programs, aboveall in
reality shows rather than in news programs.
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2. Analysis of the year: national and Ibero-American premiere fic-
tion

In 2014, television fiction broadcast in Ecuador exhibited two
titles less than in 2013, with a grand total of 109 productions and
certain variations. international independent titles went from 55 to
51, and reruns, from 39 to 47. Teleamazonas participated as a co-
producer in the telenovela Mentiras Perfectas, while national pro-
duction premiered ten titles (a comedy, two series, a telenovela as
well as new seasons of other fictional productions), in comparison
to the 17 titles of the prior year, despite the LOC (2013) established
that audiovisual Ecuadorian media must destine, at least, 60% of
their programming to local productions.

Table 1. Fiction broadcast in 2014

PREMIERE NATIONAL TITLES - 10 | Canal Uno -2

Ecuavisa - 5 national titles 59. Romeo y Julieta (telenovela,

1. Tres Familias (sitcom) Argentina)

2. Asi Pasa — 2nd season (sitcom) 60. Luna Roja (telenovela, Portugal)
3. Enchufe.tv (comedy)

4. El Combo Amarillo — 5th season Ecuador TV -1

(sitcom) 61. Sanson y Dalila (series, Brazil)

5. Secretos — 2nd season (suspense series)
CO-PRODUCTIONS -1

TC Television — 3 national titles Teleamazonas - 1 title

6. Ciudad Quinde (series) 62. Mentiras Perfectas (telenovela,
7. Estas Secretarias — 3rd and 4th seasons | Colombia/USA/Ecuador)

(series)

8. Resak TV (telenovela) RERUN TITLES - 47

Gama TV -11
Canal Uno - 1 national title 63. Confesiones — 1st season (series,
9. Los Compadritos (sitcom) Peru)

64. Confesiones — 2nd season (series,
Teleamazonas — 1 national title Peru)

10. La Pareja Feliz — 5th season (series) | 65. La Rosa de Guadalupe — 1st season
(series, Mexico)

PREMIERE FOREIGN TITLES - 51 | 66. La Rosa de Guadalupe — 2nd season
(series, Mexico)

Gama TV - 14 67. La Rosa de Guadalupe - 3rd season
11. Como Dice el Dicho — 4th season (series, Mexico)

(series, Mexico) 68. La Rosa de Guadal upe - 4th season
12. Confesiones (series, Peru) (series, Mexico)

13. Corazon Indomable (telenovela, 69. Pantanal (telenovela, Brazil)

Mexico) 70. Rafaela (telenovela, Mexico)
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14. Hasta €l Fin del Mundo te Amaré
(telenovela, Mexico)

15. Corona de Lagrimas (telenovela,
Mexico)

16. La Gata (telenovela, Mexico)

17. La Hipocondriaca (telenovela,
Colombia)

18. La Madame (telenovela, USA/
Colombia/Mexico)

19. La Malquerida (telenovela, Mexico)
20. La Rosa de Guadal upe (series,
Mexico)

21. Lo quela Vida me Robo (telenovela,
Mexico)

22. Mentir para Vivir (telenovela,
Mexico)

23. Por Sempre mi Amor (telenovela,
Mexico)

24. Quiero Amarte (telenovela, Mexico)

Teleamazonas — 12

25. Los Caballeros las Prefieren Brutas
(telenovela, Colombia)

26. Ramirez (series, Peru)

27. De que te Quiero, te Quiero
(telenovela, Mexico)

28. El Laberinto (telenovela, Colombia)
29. El Octavo Mandamiento (telenovela,
Mexico)

30. El Sefior delos Cielos (telenovela,
USA/Colombia)

31. Escobar €l Patron del Mal
(telenovela, Colombia)

32. La Mujer del Vlendaval (telenovela,
Mexico)

33. La Seleccion (telenovela, Colombia)
34. Los Graduados (telenovela,
Colombia)

35. Mi Corazdn es Tuyo (telenovela,
Mexico)

36. Qué Pobres tan Ricos (telenovela,
Mexico)

RTS -2

37. Emperatriz (telenovela, Mexico)
38. La Mujer de Judas (telenovela,
Mexico)

Ecuavisa - 11
39. En Otra Pidl (telenovela, USA)
40. Supertorpe (series, Argentina)

71. Como Dice el Dicho — 1st season

(series, Mexico)

72. Como Dice el Dicho — 2nd season
(series, Mexico)

73. Como Dice el Dicho — 3rd season
(series, Mexico)

Teleamazonas — 10

74. La Tremebunda Corte (comedy,
Ecuador)

75. Proyecto Vivos (comedy, Ecuador)

76. La Prepago (telenovela, Colombia)
77. Popland! (telenovela, Colombia)

78. Por Ella soy Eva (telenovela, Mexico)
79. Vivos — 2nd season (comedy, Ecuador)
80. UHF (comedy, Ecuador)

81. Vivos (comedy, Ecuador)

82. Escenas de Matrimonio (series, Spain)

RTS -4

83. Lo que Callamos las Mujeres (series,
Mexico)

84. A Cada Quien su Santo (series,
Mexico)

85. Hay Alguien Ahi (series, Mexico)

86. Lo que Callamos las Mujeres — 1st
season (series, Mexico)

ECTV -1
87. La Esclava Isaura (telenovela, Brazil)

Ecuavisa -9

88. Parece que Fue Ayer (series, Ecuador)
89. Asi Pasa — 1st season (sitcom,
Ecuador)

90. El Combo Amarillo — 4th season
(sitcom, Ecuador)

91. El Combo Amarillo — 3rd season
(sitcom, Ecuador)

92. Historias de la Virgen Morena
(telenovela, USA)

93. Mi Pequefia Mama (telenovela, USA)
94. Terra Nostra (telenovela, Brazil)

95. El Combo Amarillo — 2nd season
(sitcom, Ecuador)

96. La Taxista (telenovela, Ecuador)

TC Television - 11

97. Mi Recinto (sitcom, Ecuador)

98. Angel Rebelde (telenovela, USA)

99. Gata Salvaje (telenovela, Venezuela,
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41. Avenida Brasil (series, Brazil) USA)

42. Cuento Encantado (telenovela, Brazil) | 100. La Mujer de mi Vida (telenovela,
43. Encantadoras (telenovela, Brazil) Venezuela, USA)

44, Insensato Corazon (telenovela, Brazil) | 101. La Mujer Perfecta (telenovela,

45. La Ronca de Oro (telenovela, Venezuela)

Colombia) 102. La Viuda Joven (telenovela,

46. Marido en Alquiler (telenovela, Venezuela)

Brazil) 103. Los Secretos de Lucia (telenovela,
47. Rastros de Mentiras (telenovela, Venezuela)

Brazil) 104. Mi Ex me Tiene Ganas (telenovela,
48. Santa Diabla (telenovela, USA/ Venezuela)

Colombia) 105. Natalia del Mar (telenovela,

49. Dama y Obrero (telenovela, USA) Venezuela)
106. Especiales de Ni en Vivo Ni en

TC Television — 9 Directo (comedy, Ecuador)

50. Corazén Apasionado (telenovela, 107. Estas Secretarias — 1st season
Mexico) (series, Ecuador)

51. Corazén Esmeraldas (telenovela,

Venezuela) Canal Uno -2

52. Cosita Linda (telenovela, USA, 108. Los Compadritos— 1st season
Venezuela) (comedy, Ecuador)

53. De Todas Maneras Rosa (telenovela, | 109. Los Compadritos — 2nd season
Venezuela) (comedy, Ecuador)

54. La Suegra (telenovela, Colombia)

55. Mamé También (telenovela, TOTAL OF PREMIERE TITLES - 62
Colombia) TOTAL TITLESBROADCASTED
56. Voltea pa’que te Enamores -109

(telenovela, Venezuela)

57. Casa de Reinas (telenovela,
Colombia)

58. Contra las Cuerdas (telenovela,
Argentina)

Source: |bope Media. Prepared by: Obitel Ecuador

In unpublished Ecuadorian fiction, Ecuavisa continued lead-
ing with five titles. Among them, the new series Tres Familias. En-
chufetv, which from Y outube got that channel in 2013, released a
second season, but it stopped being broadcasted in May.!* TC Tele-
vision kept itself with three productions, although it approached the
interactive series Ciudad Quinde, which let the audience vote for
the ending of 14 chapters. Besides, it moved Resaka, an online tele-

©0Tn September 2014, its producer, Touché films, won the Streamy Award, considered the
Oscar of the digital world. Then, they have started a new stage looking for international
sponsors. <http://www.larepublica.pe/21-12-2014/os-reyes-latinos-del -youtube>
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novela, to its screen. Gama TV showed the majority of unpublished
international fiction programs, including the reruns, with 11 titles,
the same numbersas TC.

TABLE 2. Premiere fiction in 2014: country of origin

Country Titles | % %;3:(:;:/ % Hours %
NATIONAL (total) 10 |161| 725 16.2 | 415:30:00 | 9.8
(OtoBtIa-:-)EL GORIIRIES 52 83.9 3764 83.8 | 3805:15:00 | 90.2
E(OHNH\?TBI'{EESL (total) o | oo 0 00 | 0:00:00 | 00
Argentina 3 48 181 40 | 155555:00 | 3.7
Brazil 7 |113| 535 11.9 | 558:15:00 | 13.2
Chile 0 0.0 0 00 | 0:00:00 | 00
Colombia* 1 | 177| 448 10.0 | 493:20:00 | 11.7
Ecuador 10 16.1 725 16.2 | 415:30:00 | 9.8
Spain 0 0.0 0 00 | 0:00:00 | 00
Eiﬁ;g;i‘:;‘fc 5 | 81| 253 | 56| 2861500 | 68
Mexico 19 30.6 1816 40.5 | 1816:15:00 | 43.0
Peru 2 3.2 55 12 | 59:25:00 | 1.4
Portugal 1 16 a4 10 | 41:4500 | 1.0
Uruguay 0 0.0 0 0.0 0:00:00 0.0
Venezuela* 4 6.5 432 9.6 | 394:05.00 | 9.3
TOTAL 62 100.0 4489 100.0 | 4220:45:00 | 100.0

*In those countries, the co-productions Mentiras Perfectas, El Sefior de los Cielos, La
Madame and Santa Diabla are counted.

Source: |bope Media. Prepared by: Obitel Ecuador

By country of origin, Mexico showed 19 titles, which add up
1,816 transmission hours, and 11 were displayed by Gama TV.
Then, the ranking is made up by: Colombia, with 11 productions
(493:20); Brazil, seven (558:15); the United States, five (286:15);
and other countries members of Obitel, which showed less fiction
programs. The total transmission time of foreign premieres was
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3,805:15 (90.2%), whereas the local ones’ was 415:30 (9,8%), a
significant difference.

TABLE 3. Co-productions

Co-producer Production Type of
countries companies program
Caracol Television,
Colombia, USA, Warner Bros
Ecuador Entertainment,
Teleamazonas

TOTAL CO-PRODUCTION TITLESAMONG OBITEL COUNTRIES: 1

Countries Titles

Obitel countries 1 Telenovela

Non Obitel countries - - - -

TOTAL CO-PRODUCTION TITLESAMONG NON OBITEL COUNTRIES: 0

Obitel countries +
non Obitel countries
TOTAL CO-PRODUCTION TITLES WITH OBITEL COUNTRIES + NON
OBITEL: 0

TOTAL GENERAL CO-PRODUCTIONS: 1

Source: <http://www.tel égrafo.com.ec>. Prepared by: Obitel Ecuador

Through Teleamazonas, Ecuador participated in the co-produc-
tion of Mentiras Perfectas, a Colombian telenovela, version of the
American series Nip/tuck, produced by Caracol Television, Warner
Bros Entertainment and the named Ecuadorian channel .*

In 2014, the program schedules changed in Ecuador. The af-
ternoon slot reduced one hour (13:00-17:59) while the prime time
extended one hour and a half (18:00-23:29). This is due to what
expresses Article 65 of LOC: family schedule, from 06:00 to 17:59;
shared responsibility, 18:00-20:00; and then adult programs. The
prime time overcame again the other program schedules to 54.8%
(2,311:20) from the total of hours and 56% (2,516) from the total of
premiere chapters. In this slot, 70% of unpublished national titles
were transmitted; 20% were in the morning and the remaining 10%
(atelenovela), at night.

1 <http://www.tel egraf o.com.ec/tele-mix/item/mentiras-perfectas-de-un-triangul o-amo-
roso.html> (March 7, 2014)
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By formats, |bero-American fiction premieres were represent-
ed all over by telenovelas (46), which add up 3.597 chapters and
3.741 transmission hours. Only six series were displayed and it did
not register fiction programs in the other types of programs.

In contrast to the Ibero-American fiction, the national concen-
trated on series, above al humor. Eight titles (356:00) were broad-
casted, particularly at night; there was just one telenovela (Resaka
TV) and a humor program (Enchufe.tv).

TABLE 6. Formats of national fiction by time slot

Format Mi‘r’l;”' % ﬁfgg; % F;E::;e % |Night| % I;T %
Telenovela 0 |00| o [00] 0 |00| 1 [1000| 1 |100
Series 1 |50| 0 |00| 6 [857| 0 |00 7700
Miniseries 0 |00| o [00] 0 |[00| 0 |00/ 0] 00
Telefilm 0 |00| o [00] 0 |[00| 0 |00/ 0] 00
Unitario 0 |00| o [00] 0 |[00| 0 |00 0] 00
Docudrama 0 0.0 0 0.0 0 0.0 0 00 | O | 00
(?;z‘:;(:t‘?)p 1 |s500| o |00] 1 [143| 0 |00 | 2 |200
Total 2 |1000[ 0 |00| 7 |1000| 1 [100.0| 10 |100.0

Source: Ibope Media. Prepared by: Obitel Ecuador

Regarding the period of fiction programs, the present time
leads the list, with 88.7% (55), out of 62 premieretitles. Among the
titles of that period, three were from Colombia, and one local series
is highlighted, Ciudad Quinde.

TABLE 7. Period of fiction programs

Period Titles %
Present 55 88.7
Past 6 9.7
Historical 1 1.6
Other 0 0.0
Total 62 100.0

Source: Ibope Media. Prepared by: Obitel Ecuador
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In the top ten of 2014, Ecuavisa confirmed its supremacy in the
local TV asit displayed nine out of ten of the most seenfiction titles.
They included two of their own productions. Tres Familias (second
place) and EI Combo Amarillo, fifth season (eighth place). Asin
2013, TC situated a title: the local sitcom Estas Secretarias (ninth
place). By country, Brazil placed four telenovelas of Globo, includ-
ing the first place, while the USA with Telemundo displayed three.

TABLE 8. The ten most seen titles: origin, rating, share

Country
of origin Scriptwriter’s
Title of t.he Producer Channel | N@meor ellu.thor Rat- Share
original | company of theoriginal | ing
idea or idea
script
1| Avenda g i | Globo | Ecuavisa | CREMAVE |01 554
Brasil Carneiro
Tres Eddie Gonzdlez
2 . Ecuador | Ecuavisa | Ecuavisa and Alfredo | 13.8| 224
Familias .
Piguave
3 Rastrqs de Brazil Globo Ecuavisa | Walcyr Carrasco | 13.0| 19.4
Mentiras
Santa . José Ignacio
4 Diabla USA | Telemundo | Ecuavisa Vaenzuda 12.7| 20.1
Insensato Gilberto
5 ] Brazil Globo Ecuavisa Braga and 121| 173
Corazon . .
Ricardo Linhares
6 ErILiOe:ra USA |Telemundo| Ecuavisa | JulioJiménez |11.2| 186
Cuento ) . Duca Rachid and
7 Encantado Brazil Globo Ecuavisa Thelma Guedes 11.1| 175
El Combo Cristian Cortez,
8 | Amarillo | Ecuador | Ecuavisa | Ecuavisa | Miguel Calero | 9.9 | 17.1
(5th) and Cecil Estacio
Estas TC TC o )
9 Secretarias Ecuador Television | Television Fabrizio Aveiga | 9.8 15
Dama José Ignacio
10 Obrerg USA | Telemundo| Ecuavisa | Vaenzuelaand | 9.7 | 20.7
Sandra Velasco
Total of productions: 10 Foreign scripts:
100% 70%

Source: Ibope Media. Prepared by: Obitel Ecuador
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In spite of thefact that in 2014 just 13 chapters of Avenida Bra-
sil were transmitted, this telenovela gathered the highest audience.
In the last place, the American telenovela Dama y obrero tied in
rating (9.7) with athird sitcom of Ecuavisa, Asi Pasa, but the differ-
ence of more than four points in the share (20.7 and 16.5) in favor
of the telenovela moved the local series out of the top ten. The ten
titles exhibited 924 chaptersin the prime time.

TABLE 9. The ten most seen titles: type of program, duration, slot

Number | Dates of the
Title Type of Genre of cha.p./ first an_d l_ast Sot

program ep. (in | transmission

2014) (in 2014) (*)
1 |Avenida Brasil Telenovela| Drama 13 from 01/02 to P.” me
01/20 time
- . from 03/31 to | Prime
2 | Tres Familias Series | Comedy 76 07/15 time
3 | Rastros de Mentiras Telenovela| Drama 126 from 07/01 to P.” me
12/30 time
4 | Santa Diabla Telenovela| Drama 68 from 01/02 to P.” me
04/07 time
5 |Insensato Corazén Telenovela| Drama 111 from 01/21 to P." me
06/30 time
6 |En Otra Piel Telenovela| Drama 90 from 08/19 to P_nme
12/30 time
7 | Cuento Encantado Telenovela| Drama 93 from 04/08 to Prme
08/18 time
. - from 05/05 to | Prime
8 | El Combo Amarillo(5th)| Series | Comedy 171 12/30 time
. . from 06/30 to | Prime
9 | Estas Secretarias Series | Comedy 100 12/30 time
from 01/02 to | Prime
10 | Damay Obrero Telenovela| Drama 76 04/17 time

Source: |bope Media. Prepared by: Obitel Ecuador

Love, passion and revenge continue to be the cross-cutting
themes in the seven Ibero-American titles, while everyday matters
and humor are part of the local programs.
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TABLE 10. Themesin theten most seen titles

Title

DOMINANT THEMES
(Up to five most important
themes)

SOCIAL THEMES
(Up to five most important
themes)

Avenida
Brasil

Marriage of convenience,

infidelity, revenge, secrets

from the past, influence of
soccer in everyday activities

Identity of the new middle
socia class, abandonment and
exploitation of children, reading
incentive

Tres
Familias

Family relationships, everyday
activities, differencein
behavior among social classes

Socioeconomic and cultural
differences, differentiated
education, gender relationships

Rastros de
Mentiras

Economic arguments,
intrafamily conflict and
personal and professional
issues, revenge, betrayal,
ambition

Unwanted pregnancies,
homosexuality, patriarchal
attitudes, medical ethics

Santa Diabla

Revenge, love, passion, hatred,
drama

Social violence, gender
discrimination, difference among
socioeconomic levels

Insensato
Corazén

Greed, money, business,
murder, theft, revenge,
infidelity

I1legal business, ethics, honesty,
difference among socioeconomic
levels

En Otra Piel

Mystery, love, revenge,
murder, thirst for justice

Socioeconomic and cultural
differences, social discrimination,
violence

Cuento
Encantado

Romance triangle, obsession,
jealousy, power, envy

Social historic differences,
arranged marriages, kidnappings

El Combo
Amarillo
(5th)

Everyday hilarious situations
and anecdotes at work in
the city, emotional-working
relationships, coexistence
among youngsters from lower-
middle class

Working relationships, ways of
living in lower-middle class,
regional and language differences

Estas
Secretarias

Love, romance, working
relationships, affective
entanglements, gossiping and
humor

Gender relationships, age
differences, public and private
space of women

10

Damay
Obrero

Love couple of different social
classes, regret, forgiveness,
infidelity

Social, economic, cultural,
and ethnic discrimination and
prejudice, differencein social

classes, infidelity

Source: Ibope Media. Prepared by: Obitel Ecuador
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In audience by gender, women from 18 watched more fiction
programs from the top ten, with Avenida Brasil capturing most of
the attention from both men and women. Adolescents and children
preferred the local series Tres Familias. The high and middle socio-
economic levels chose the Ibero-American fiction premieres, while
low socioeconomic level chose the local programs EI Combo Ama-
rillo and Estas Secretarias.

TABLE 11. Audience profile of the ten most seen titles:
gender, age, socioeconomic level

Socioeconomic

Gender by age level
il Chamnel | o nale | Male | chil- | Ado- |High and L
18-99 | 18-99 | dren | lescent | middle | %
1| Avenida | o visa| soa | 53 | 393 | a7 886 | 39
Brasil
2| T | Ecuavisa | 503 | 377 | 664 | 681 544 | 482
Familias
3 | Restrosde | oo visa | 519 | 316 3 179 574 | 2.25
Mentiras
4| S eovisa| 731 | 369 | 426 | 558 701 | 407
Diabla
5 | INSensalo | b vica | 542 | 333 | 339 | 392 612 | 274
Corazon
6 Er"D%”a Ecuavisa | 454 | 274 | 303 | 241 | 522 | 212
7| CUeMO | avisa | 562 | 266 | 301 | 364 582 | 253
Encantado
El Combo
8 | Amarillo | Ecuavisa | 315 | 283 | 259 | 279 237 | 325
(5th)
Estas TC
9 | coretarias| Taevigon| 434 | 304 | 589 | 484 302 | 571
10| P2MY | Eovisa | 595 | 279 | 306 | 34 516 | 322
Obrero

Source: |bope Media. Prepared by: Obitel Ecuador
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The year 2014 had more qualitative than quantitative changes
in national and Ibero-American fiction premieres. The country re-
duced the number of local productions in relation to 2013, but en-
tered in the field of co-productions for TV. The reduction of local
titles did not mean the loss of presence in the top ten, as it shared
places with Brazil and the USA, which give amost the total |eader-
ship to Ecuavisa, channel that continues investing in humor series

3. Transmedia reception

For thethird consecutive year, the humor series EI Combo Ama-
rillo, produced by Ecuavisa, isin the eighth position of the top ten.
That isto say, it rose from the tenth position in 2013, although it was
in second and third position in 2012. The rating reached in 2014 is
only due to the Sunday chapters, although this sitcom is also shown
from Monday to Friday in prime time. Its success has contributed,
doubtless, to include new characters and, consequently, to hire more
actors.

The permanence of the humor series among the ten favorite
fiction programs for the audience would be enough to select and
analyze the transmedia that can affect it. However, the dynamic that
was generated by the ten fiction programs in Facebook was revised
by Twitter and YouTube. There was evidence that Facebook was
the only social network that had the ten programs, so this social
network was validated as a unit of analysis.

After that, the Facebook pages belonging to each one of these
fiction programs were collected to compare this category with some
others, such as: a) date in which the social network started in rela-
tion to the program premiere; b) number of other social networks as-
sociated; c) total number of “I like”; d) number of posts; €) number
of comments about the videos; f) number of followers; g) number of
“shares’.

Based on these categories, it was possible to use asimple scale
that allowed to revise which series had a high, middle or low level
in the socia networks applied. To do so, two parameters were used:
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1) rate from 1 to 5 the number of options offered to the audience;
and 2) add the subtotals of user participationsin the social networks,
with the expression “| like” as reference.

The series that achieved more activity, according to the higher
number among five options, and more user interactions were: Santa
Diabla (5 op, 1,089,722; i, 48%); En Otra Piel (5, 544,813; 24%)
and EI Combo Amarillo (5, 225,192; 10%). In the middie level
were: Insensato Corazon (5, 180,364; 8%) and Cuento Encantado
(4, 125,545; 6%). Finaly, in the lower level: Asi Pasa (4, 47,389;
2%), Rastros de Mentiras (3, 40,679; 2%) and Tres Familias (1, 785;
0,03 %).

These data were aso considered as the basis to the transmedia
observation of El Combo Amarillo, due to the fact that Facebook
exposes a high level of relation between the options and interaction.
This contrasts with the local production situated in the top ten, Tres
familias, which after al showed the lowest level in the socia net-
works'?, similarly to the other local series, Asi Pasa. Neither was it
considered to compare two fiction programs from the top ten, since
the other pieces with more interaction managed the international
audience in open accounts and were administrated from other coun-
tries.

Finally, in relation to the corpus and the temporality of the
study, all year was revised due to the crossing of seasons, besides
that the last week did not contain relevant data. From the six official
pages of the series in Facebook, the official account®®, created on
December 28, 2011, was chosen to be analyzed. This page repre-
sents 91% (203,743) from the total of likes of the six accounts, as
well as the majority of observed interactions in 2014, despite the
fact that, in this year, two accounts were created in different dates
(Sept. 23, 2014 and Oct. 10, 2014).1

2 This fact may be due to the closing of the page. The series concluded its season and
stopped its transmission at the end of 2014.

B<https://www.facebook.com/el comboamarillo>

4 These are the accounts, respectively:
<https://www.facebook.com/pages/Combo-amarill0/467297509981843>
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Then, the transmedia interaction was considered taking into
account the concepts of the platform and transmedia strategies of
Obitel, with the application of a cybergraph (Cely, 2004; Molina,
2010), methodology that allows the review of the approach of new
practices related to the audience.

From the open options to users, two interaction strategies were
analyzed: a) the design of the cover page, and b) biography and
albums. With regard to the design, there is a low interaction from
the administrators, since it was only updated six times during the
year with some picture (every two months), and four times with an
invitation text to follow the series. Furthermore, the reply was poor
in comments (15), as well as in the number of shared times (16)
and followers (240). Regarding the second field, tools of Facebook
were enabled in the space of biography with the options “number
of fans’, “I like”, “post” and “comments’. There was aso the Y ou-
Tube application, which was not an official channel in this network.
Conversely, the main strategy applied was the use of the biography
that associated al bums with the contents upl oaded with the program,
like profile pictures (updated in February and May). However, the
most active album included pictures from mobile phones, with 32
updates from February until December, shared 972 times, with ato-
tal of 1,985 followers. To this, avideo album can be added that had
only three updates in three different months and a low interaction
(16 shares, 1391 like and 13 comments).

Considering the users participation, it is highlighted that, op-
posed to other cases, the cover page is not the place that generates
more interaction, but communication through instant pictures of the
program, with more influence in the last quarter, when most of com-
mentsand ‘| like' are registered.

<https://www.facebook.com/pages/Combo-amarill0/222573531199849>

The three remaining were created in April, June and July 2013. In this order:
<https://www.facebook.com/ElComboAmarillo>
<https://www.facebook.com/pages/El-combo-amarillo-4-tempora-
da-/597978010223315>

<https://www.facebook.com/pages/Combo-amarill 0/625106664174230>
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Regarding the post, 164 were registered throughout the year,
which obtained 954 comments, 7,534 ‘1 like' and were shared 601
times. The frequency of the post was regular, except in July (there
was no post) and January (20%). Thistendency is also seen for Jan-
uary in comments, with 29% out of 952; 39% out of 589 shared,
and 49% out of 7,534 fans. The mgjority of them were with the an-
nouncement of the new season.

Finally, to analyze the content of participation, a categorization
of the comments that reflected the users opinions was carried out
(Molina, 2010), according to the level of adhesion to post (positive
or de rejection), reaction, use of hypermedia information, and the
replies to other comments. The majority of interventions were critic
(appealing the point of view, 46%), followed by adhesion (28%) or
rejection (4%), hypermedia extension (18%, above al in reference
to other web pages), and little dialogue with one or more partici-
pants (5%).

The fiction programs from the top ten 2014 preferred Face-
book, but only three register high participation and interaction,
among them, the local sitcom El Combo Amarillo, from Ecuavisa,
that in Internet exceeds the first of the Ecuadorian series situated
among theten of higher rating. The administrators keep six accounts
on Facebook; however, the front page registers 91% of interactions
and participations. The interaction highlights the use of photo album
from mobile phones as users prefer to interact as fans rather than
making comments.

4, The highlights of the year

In television fiction of 2014, three aspects stand out: 1) the re-
lease of the regulation of the Law of Communication and the impact
on the production of fiction series on TV; 2) Ecuavisa' s hegemony
in the top ten, including its new season of the sitcom Combo Ama-
rillo and the release of athird one, Tres Familias, aswell asthefirst
placeintherating of the Brazilian telenovela Avenida Brasil, within
its final chapters by the beginning of the year; 3) the substantial
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reduction of national productions (from 17 in 2013 to 10). The Law
of Communication and its regulations mold, without a doubt, the
mandatory changes in Ecuadorian TV fiction, since the organism
has responded to claims about the contents of the programs which
go against the already stated in the articles 10, 61 and 62.1°

The claims'® and censorship applied by the Supercom have
contributed to eliminate national comedieswhich, in previousyears,
were successful and awarded. For instance, La Pareja Feliz, pro-
duced by actor David Reinoso, was withdrawn from the air on No-
vember 17, 2014 by the decision of Teleamazonas due to discrimi-
natory content regarding to gender and sexual orientation

In relation to criticism to the latter and other national series,
such as Mi Recinto (TC), which reached 14 seasons and stayed in
the top 20 for severa years, El Comercio newspaper showbiz edi-
tor, Flavio Paredes Cruz, casts a comment about the Obitel year-
book 2013 remembering that “a couple of years ago, humor and
comedies gained ground in the audience's taste; National sitcoms
crammed the primetime. They stayed in the top 10 most watched
titles, added seasons and rel egated the national soup operas produc-

5 Article 10 (b). Deontologic standards. Refrain from making or perform discriminatory
contents and comments.

Article 61. Discriminatory content. For the effects of this law, it will be understood by
discriminatory content all message that is broadcast by any social communication means
that infer distinction, exclusion or restriction based on reasons of ethnics, birthplace, age,
gender identity, cultural identity, marital status, language, religion, ideology political af-
filiation, judicial past, socioeconomic or migratory condition, sexual orientation, health
state, positive HIV, disability or physical difference or others that resulted in undermine
or override the acknowledgement, joy, exercise of the human rights, or that encourage the
performing of discriminatory acts or make an apology of discrimination.

Article 62. Prohibition. The broadcasting of any discriminatory content aimed to under-
mine or override the recognition, exercise or practice of the human rights recognized by
the Constitution and the international means is prohibited.

16 There are at least 10 surveillance groups linked with mass media watch, the most
active are “La defensoria del pueblo, Silueta X, Soy Ecuador, FEUE, Juventud Revou-
cionaria Alianza Pais (JRAP) and 365 Comunicacion. These organizations invite other
groupsto join in this enterprise through their website (www.365comuni cacion.com) that
“searches for awatching and critical society”. Their proposal isto create a media citizen
watch where they will have the Law of Communication carried out.

6 <http://www.tel egraf o.com.ec/politica/item/col ectivos-proponen-crear-un-observato-
rio-de-medios.html> (June 6, 2014)
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tions. Now it is different, if regulations continue, as a pretext of
rights, wewill be forgetting that humor judges and commentsreality
through comedy” .Y’

The channel that broadcast La Pareja Feliz decided to stop
transmitting it instead of facing a third fine equivalent to the 15%
of its earnings in three months, which, without a doubt, would have
struck its economy.*® The defense argued that the analyzed chapters
had been already recorded long time before the Law of Communi-
cation even existed. They also expressed that their humor, which
is part of the universe of fiction, has to be bold, daring and has to
speak up their minds. The characters have to be exaggerated and
much more being a comedy, since they are cartoons.’®* However,
Flor Maria Palomeque, co-star in the show, received for the tenth
year in arow the ITV award as best actress; they even announced
they will create an award with her name.

The same fate had Los Compadritos (Canal Uno), sitcom born
in 2011 when the cast of the series Mi Recinto broke up because they
distorted the role of a woman in the society as well as giving a ste-
reotyped and discriminatory roleto the nationalities and the peopl€e's
rights according to the plaintiffs. Whereas other fiction series, Vivos,
by the same producer of La Pargja Feliz, broadcast by Teleamazo-
nas as well, looked for other choices of diffusion. These programs
stay on internet, where the regulations, controls and censorship by
institutions such as Cordicom (Regulation and Development of the
Communication and | nformation Council) and the Supercom, estab-
lished by the Law of Communication, have not come yet.

Ecuavisa broadcast three national sitcoms, among which is the
premiere of Tres Familias, on March 31%, placed at second position
in the ranking. It depicts the experiences of three families from dif-

17 <http://www.el comercio.com/tendencias/coartada-moral-humor-analisis.html> (Janu-
ary 5, 2015)

18 The second was a fine equivalent to US$ 115,000 (the payment of 5% of channel sales
for three months).

9 "During 2014 the regulation constrained local sitcom". <http://edicionimpresa.elcom-
ercio.com/es/241146009e83c52d- 7af e-4c5d-a043-2878¢ch287110>
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ferent socioeconomic areas, which livein the same city (Guayaquil)
though in different neighborhoods according to the social level. In
every chapter, they face similar situations which are solved accord-
ing to each family’s values and idiosyncrasy. In spite of the high
rating, there was not a second season.

In doing so, the channel ratified its leadership in the preference
of the diverse audiences of Ecuadorian people. The sameistrue for
the fiction series whose content were not warned in 2014 by the
control institutions due to discriminatory traits.

Among the foreign telenovelas, although four Brazilian ones
from Globo appear in the top ten with most rating, Avenida Brasil
really stands out. With only 13 final chapters, its rating (14.9) beat
the one in 2013 (13,5), when 141 chapters were broadcast. The au-
dience phenomenon caused by this telenovela was confirmed wher-
ever it was broadcast.

Finally, the decrease in the number of fictions is pointed out.
In 2013, there were 17 national productions, especially comedies,
which made us forecast that the passing of the Law of Communica
tion would encourage fiction and, therefore, it will defy creativity.
However, the publication of the regulations — which, in some as-
pects, contradicts the law and creates Supercom as a control organ-
ism —isbecoming asort of noose for the mediawhich oblige to take
extreme care with the broadcast content since the fines and penal-
ties would represent the closing of the channel. On the other hand,
groups of citizens demand more respect to their rights and they have
found in these instruments the legal basis to do it. The question is:
with this censorship and penalties, will it be possible to improve the
quality of the media content, especially in TV and fiction?

The publication of the regulations of the Law of Communi-
cation, which includes the creation of the Supercom, a control or-
ganism, has influenced in the elimination of three national fiction
programs of comedy because of discriminatory content, paying at-
tention to requests from groups of citizens. The application of these
instruments has led to the decrease of national fictional programs
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as well (from 17 to 10). Ecuavisa consolidates its leadership in the
rating and the two top ten sitcoms belong to the aforesaid channel.

5. Theme of the year: gender relations in the television fiction

Asit was already said, one of the features of 2014 was the pen-
alties applied by the Supercom, according to the regulation of the
Law of Communication due to discriminatory contents of gender
and sexual orientation mainly. Two high-rated comedies were pe-
nalized and went out of the air.

Mi Recinto, folk comedy series that reached 13 seasons, got
criticism from groups that defended the Montubian culture (coast
peasants). From the start (2001), its characters depict cartoons of
men and women and they inferred, more than the knowledge of
the culture, an urban margina vision which was evident even in
clothing.?® Teleamazonas withdrew from the air its main sitcom, La
Pareja Feliz, which premiered in 2010 and placed two top ten posi-
tions in 2011 (Obitel, 2012:283-284). It was penalized for sexua
discrimination mainly.

In both series, diverse groups called sexists the gender repre-
sentations. As a billy-goat, the main character in Mi Recinto sexu-
ally harassed the town women and he plumed of his virility, while
women were voluptuous, objects of desire and usually took care of
household chores. The female character and the rest of female char-
actersin La Pareja Feliz, on the contrary, tried to break the schemes
of physical appearance of the main character. This person was built
on the grotesque and ugliness. However, one of the male characters
represented a homosexual bullied by his office coworkers. Some-
thing similar happened in Los Compadritos (Canal Uno), also de-
leted from the regular programming. The role of one of the charac-
ters seemed stereotyped as well as the twee homosexual, although

20 "Imaginarios estereotipados y discriminatorios en series costumbristas montubias Mi
recinto y Los compadritos’. Quito: Ciespal, 2014. <http://www.olacom.org/index.php/
investigaciones/2724-mi-recinto-y-los-compadritos-imaginari os-estereoti pados-y-dis-
criminatori os-en-series-costumbristas-montubias>
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he was not discriminated in his environment. The press was aso
penalized by gender discrimination. The Supercom acted on Extra,
tabloid and show business newspaper, whose main feature was the
coverswith pictures of women in minimal clothing and erotic poses,
along or across the page.*

In such acase, aswell asthe others, censorship was established
in response to the lawsuits by the Congressmen and/or members
of the Councils for Gender Equality and Peoples and Nationalities,
which, since publication of the LOC, in May,? have procured its
application to eradicate any form of discrimination, pervasive of in-
formation and fiction media content, including comedy.

Such facts have provoked opposing criticism from those who
advocate for unrestricted freedom of speech and press. It istrue that
the measures taken by the control and sanction public institutions
obey a government tendency that pursues the control of private me-
dia. However, it is aso worth questioning: is respect of freedom of
speech and press more important than respect of diversity of gender,
sexual orientation, among others? Is the discrimination in informa-
tive and fictiona contents legitimate, the one which is evident in
generally stereotypical features on both male and female, or for not
responding to hetero parameters?

Since 2011, open Ecuadorian television has increased its fic-
tional comedies — in sitcom format, specifically — making national
offer decrease due to the humoristic competition among channels:
four out of seven, included in this report, feature series or com-
edy sketches. Resorting to humor has its advantages. production
costs lower than atelenovela and certain level of audience (Obitel,

2L See, in thisregard, "Images of women in the newspaper Extra. Report to the Ombuds-
man". Quito: Ciespal, 2013. <http://www.olacom.org/index.php/investigaciones/2414-
imagenes-de-mujeres-en-el-diario-extra>

2 0On May 6, 2014, the National Assembly adopted the Law on National Councils of
Equality, covering Gender, Generations, Peoples and Nationalities and Human Mobility
Disabilities. The aim of these public authoritiesisto implement "public policiesto ensure
equality of persons, communes, communities, peoples, nationalities and groups'. Besides
eradicate acts, customs, stereotypes and functions considered discriminatory. <http://
www.elcomercio.com/actualidad/politi ca/asambl ea-aprobo-ley-de-consej os.html >
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2012:287-290); however, besides the lack of specialized script writ-
ers, it seems that, anong Ecuadorian producers, the criterion that
humor requires much less creative effort than in terms of dramatiza-
tion and acting skillsis present.

Under such a perspective, the creation of characters requires
no psychological nor situational complexities. It seems that certain
gags, words and typical repetitive gestures attire suffice to brand
it. It is noticed in sitcoms produced and/or broadcasted on TC,
Teleamazonas, Canal Uno and Ecuavisa; even though, the series
produced by such an hegemonic network have ranked as favorite
by the audience and have not received any warnings by any control
organisms.

Estas Secretarias

In the context of competiveness and redundancy in production
of comedy series, and as ratings of Mi Recinto started to decline, TC
Television presented Estas Secretarias on July 10, 2013. It started
with asitcom format, with self-conclusive episodes; its first season
had lasted for three months; the second season started in October,
but in as series format, “with very little comedy and too much dra-
ma’ as written by a spectacle commentator.?® In fact, the episodes
in the third and fourth season broadcasted since January 20, 2014
belonged to what is defined as a dramedy (drama- comedy) as its
melodramatic situations marginalize comedy. In 2013, it did not
makeit into the top ten, but in 2014 it was able to earn the ninth slot
(Table 8).

Thelevels of audience, thetitle and the situations that the series
presents easily display the gender representationsin the Ecuadorian
fictional television, which with certain differences, depending of the
type of fiction and the producing channel, are defined by the pres-

2" as segundad vueltas devastan” (2014). Franco, Walter, in PP El Vlerdadero, October
30. <http://www.ppel verdadero.com.ec/especial/item/las-segundas-vuel tas-devastan-2.
html>
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ence of physical, psychosocial and even intellectual stereotypes®,
for both men and women. Such a fact is easily appreciated, espe-
cialy in the female characters features.

The use of the pronoun “estas’ (these) in the title provides a
pejorative connotation, which alludes to certain rather known fea-
tures in this universe traditionally feminine, where what is public
becomes an extension of what is private. Additionally, the plot is
developed in the work environment where behaviors, habits and
values spin around the world that the characters create inside an
advertisement agency run by men. On top of the relationships and
work conflicts, there are personal relationships and personal, affec-
tive and sexual conflicts, in which gossip, rivalries, envy, secrets
are rather predominant; that is to say, situations deemed pervasive
of the job activity; such afact is suggested by the title of one of its
episode “ Secrets, little secrets, and secretaries’ .

Situations are created around six female characters and five
mal e characters whose traits are very well defined in terms of gen-
der roles and stereotypical appearance in order to make it funny,
specifically. One of the characters, a middle aged adult, whose
gestures and way of dressing suggest homosexuality, is often ro-
mantically harassed by the service assistant, an African-Ecuadorian
woman who struggles to make ends meet and resorts to preparing
and selling food at the office.

In the plot, men rule: father and son, owner and manager of the
agency. The father is played by a mainly voice off identified by a
pair of trousers; symbols of authority without a doubt. Luis, the son
and manager, is the male protagonist. The female protagonist, Teté,
isone of the five-secretary-roster at the agency.

2 This stereotypes rating is found in the methodology of analysis of gender representa-
tions in Ecuadorian media: Ayala et al. (2013). "Justicia de género en medios de co-
municacion ecuatorianos. Estereotipos y representaciones sobre las mujeres'. Research
Report, pp. 45 and 233. Quito: Ciespal.

<http://repositorio.ciespal .org:8080/j spui/bitstream/123456789/1658/1/Justicia_de_gen-
ero>

% <https://www.youtube.com/watch?v=0OrWuUcgQmTk>
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Among the other female characters, there are: the middle aged
woman, good, not physically attractive, who later marries the agen-
cy’s owner; the adult blonde, attractive, insidious and frank, who
ends up sexually involved with the “ creativity expert”, who is mar-
ried and hasthree children, therefore, maleinfidelity isjustified; the
blonde, stupid who calls herself “mujeron” (avery sexy woman) due
to her rather curvy figure, agossip, envious, and does not see hersel f
without a boyfriend; therefore she gets romantically involved with
the messenger; an African-Ecuadorian man, thoughtful, romantic
and easy to fall in love, who later replaces her by another secretary;
somebody naive and romantic, the same as he is, someone whose
rival has named “ cuerpo de empanada’ (because of her Chilean na-
tionality); finally, there is the woman whose esthetic demands must
be met in order to fall in love: she lovesfat men.

In the following table, it is possible to locate the characteristics
of the protagonist whose relationship with her boss ends up in “the
wedding of theyear”, as one of its episodeswas named in 2014. The
boss-secretary arch-typical plot, which later ends up in marriage, is
complete. Additionally, there is the stereotypical social class climb:
women who get married in search of social improvement or to make
afairy tale come true, paraphrasing the title of one of the episodes,
in which Teté has fainted on the office’s couch and Luis kisses her
after uttering the words “I like fairy tales too, Teté" .2 Then, she
wakes up.

“Estas Secretarias’ Series (TC Television)

Format: series

4. Relationships

Genre: dramedy Family: absent (migrant mother)
Time: present Family relationship: support

1. Description Family role: priority
Character’sname: Teté Relation with friends: popular
Age: 24-29 Amicablerole: priority

Physique: attractive

5. Love/sexuality

Build: normal (voluptuous)

Partner: yes

Nationality/ethnicity: white-colored

Sentimental relationship: support

% <https://www.youtube.com/watch?v=sOR8uOGvajk>
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Style: sexy Sentimental role: priority

Social status: single/married Body exhibition: sporadically (partial)
Social class: Middle Attitude: Second partner's

Domicile: single/partner Faithfulness: Supposed

Leisure: private parties, other Unwanted pregnancies: NO
Environmental context: City Abortions: no

2. Mainrole Virginity: |gnored

Main role: built (because of relationship

with the boss) Frigidity/ sexual traumas: Not evident

Character 1: principal (the boss/
boyfriend-husband, Luis)
Character 2: cohort (other four
secretaries and three male characters, out | Others: yes (naive, kind, peaceful)
of whom oneis gay)
3. Job 5. Objectives

Job situation: worker / wife Achievement (marriage)
Job cathegory: administrative (secretary) | Difficulty (fairly difficult)
Professional role: priority
Elaboration: Obitel-Ecuador. Synthesis of the research methodol ogy on gender and tele-
vision, created and used in observations led by Milly Buenanno (Gemma) and Charo
Lacalle (Ofent)

Violence: no

Tetéis voluptuous, attractive, has a good sense of humor, soft,
and wears either red or pink miniskirts or shorts, the same as the
secretaries’ uniform. Luis is muscular, tattooed in arms and back,
serious, and wears dark suits. They are the arch-typical couple: viril-
ity and femininity displayed even in colors.

In one of the episodes (“Cuerpeo Lampara”), Luis describes
Tetéin order to respond to hisaleged rival: “ Tetéis agreat woman,
kind, beautiful, generous’; in other words, the perfect partner as fe-
male duty suggests. Thisis the perfect prelude to get married, after
Luishasrecovered hismemory asthe result of an accident that sepa-
rated them. On the other hand, there was not even one episode in
which Teté described Luis; she just loves him, without hesitation, as
it always happens, according to features attributed to women; they
never hide their feelings, they are romantic, sentimental, and do not
hesitate when a marriage proposal presentsitself. Luis proposed, on
his knees, as tradition and male duty dictate. Similarly, the wedding
will take place accordingly, at a church, and Teté will wear awhite
gown.
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The example set by this series, which continues as they become
husband and wife and their first child is born after the required nine
months, shows gender portraitsinside Ecuadorian fictional features:
they are schematic, rather align to stereotypes, such meanings “an-
chored to areality that is sexually interpreted in and through the me-
dia’ (Papi Galvez, 2008), which often simplify reality and resist to
change. Such simplified realities also respond to acritical notion of
humor, which draws a larger audience searching for entertainment
with plots whose codes are rather easy to understand and dictated by
apatriarcha order.

Apparently, there is no gender or sexua diversity discrimina
tion in this series broadcast by this channel that was seized by the
state; nonethel ess, the topic and the reproduction of traditional roles
by gender subtly demonstrate the opposite. AsVan Dijk said (2004):
“Those who control the preferred topics by the public on the media
also control the definition of such a situation in mental models. Ad-
ditionally, those who control the formation of such mental models
possibly will define our social displays’.

Comedy dominates Ecuadorian television fictional production.
Two of which were sanctioned by Supercom and are no longer on
the air due to gender and sexual orientation discrimination. In 2013,
TC, a TV channel seized by the state, started broadcasting Estas
Secretarias series, in which both male and femal e characters depict
traditional gender roles displaying stereotypes; therefore its content
is also discriminatory.
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1. Mexico’s audiovisual context in 2014

Many things changed in Mexico in 2014. The society woke up
all over the country after the disappearance of 43 students from the
rural teachers' college Rall Isidro Burgos, in Ayotzinapa, who had
been handed over by the Iguala and Cocula (Guerrero) municipal
police departments to members of a drug dealers' organization on
September 26, 2014.2

The socia and ethical responsibility of the mass media was
guestioned after this incident, because, during the time they cov-
ered the tragedy, they generated a significant information bias by
reflecting only the official versions of the events. The victims were
relegated in the media discourse by the two largest TV networksin
the country, Televisa and TV Azteca, thus generating informative
duality, because, while massive demonstrations were taking place

1 We are grateful to Nielsen Ibope Mexico, for providing the quantitative information
on audiences and programming for this chapter. The opinions about them are the sole
responsibility of Obitel.

2 Since that date and until the writing of this report, there have been several demonstra-
tions in Mexico and al over the world demanding that the students are released dive.
The Mexican authorities have denied their responsibility in the events and they have
announced that the students died on the day they disappeared. The parents of these young
men and women aged 18 to 24 are marching al over the country and the world demand-
ing justice.
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in the streets (that were being broadcast on the Internet in real time),
the big media did not only minimize these citizens' acts, but also at
the same time the voices blaming the State were silenced (Franco
and Orozco, 2014). All this happened while the media scene was
still enjoying the virtues and kindnesses of the coming into force
of the Federal Telecommunication and Broadcasting Act (August
13, 2014), which means entering a new media ecosystem where the
large companies (monopolies) will be able to expand their business
to other markets that were previously off-limits. So, while the media
still celebrated the triumph of free market over the socia right of
communication, it was this acknowledgement, by means of the trag-
edy of these 43 teachers' college students, which once again placed
the public and private media, with few exceptions, in the citizens
crosshairs, which did not see their social demands reflected in them
(Orozco and Franco, 2014).

1.1. Open television in Mexico

Chart 1. National open TV networks in Mexico

PRIVATE NETWORKS PUBLIC NETWORKS
(6 channels) (2 channels)
Televisa (Channels 2, 5 and 9) Once TV (Channel 11)
TV Azteca (Channels 7 and 13) Conaculta (Channel 22)
Cadena Tres (Channel 28)

TOTAL NUMBER OF TV NETWORKS = 8
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Graph 3% Genre offer in TV programming*

Genres . 0
broadcast Hours aired | %
) Entertainment 43647:00 44
B Information -
. Information 2050400 21
W Fiction
¥ Entertainment Fiction 16452:00 16
0 Religious Educational 3927:00 4
B Sports Sports 3411:00 3
B Educationa Political 610:00 1.2
O Political Religious 410:00 0.8
B Others Others 10524:00 11
Total 99116:00 | 100

Source: Obitel with data from Ibope AGB Mexico, SA. de C.V.; “TV Ratings Database
Cinco Dominios + Videotrack regular”; software MSS® TV. Total number of TV pro-
gramming hoursin 2014.

Entertainment shows dominated the programming grid, al-
though this year their presence dropped 2% in respect of 2013. The
second genrein terms of importance was the news, whose program-
ming increased to 21% of the annual programming. In 2014, fiction
(telenovelas and series) represented 16% of all the shows aired in
Mexico.

1.2. Audience trends in 2014

The expectations generated by the coming into force of the
Federal Telecommunications and Broadcasting Act somehow
marked the national media scene. The following is a presentation
of the changes that the new legidlative framework brought about in
Mexico.

3 Graphs 1 and 2 were not made this year due to lack of information.

4 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
SA. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.
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1.3. Advertising investments of the year: in TV and in fiction

The advertising market in Mexico is undergoing a process of
restructuring. On the one hand, advertising investment has main-
tained its growth despite the regional economic turbulence. What
is changing is the advertisers preference for paid television and
internet as destination for their investment, opposed to the histori-
cal tendency of predilection for open TV. For the Mexican case,
this phenomenon is already a recognizable tendency. In 2004, 61%
of advertising investment fell on open TV, just 1% on the inter-
net, and 5% on paid TV. For 2014, internet captured 12%, and paid
television, 9% of the total investment; while radio and television
remained stagnant, open television dropped to 52%. The forecast
by the market research agency Signum Research (2014) is that the
share of open TV in advertising investment will continue to be low.

Televisais awidely diversified company and it has faced this
restructuring of the advertising market successfully. This much is
showed by the figures (Televisa, 2015). In 2014, Televisa billed
80,118 hillion pesos (5,341 billion dollars), an amount that is 8.6%
greater than in 2013. The largest growth corresponded to the tele-
communications segment (the cable service and its network infra-
structure) since its sales rose 22.2% in respect of 2013. The Direct
To Home (DTH) television segment increased its sales in 8.7%
thanks to the fact that its subscriber base grew in 622,000 in just a
year. Theincomefor sale of programsand licensesincreased 15.1%.
These positive figures are explained mainly due to the increase of
the royalties received from Univision in the range of 313.7 million
dollars, as compared to the 273.2 million it received for the same
reason in 2013.

Inturn, TV Aztecaalso increased itsincome and declared total
sales of 12,871 billion pesos (858 million dollars) equivalent to 7%
morethan in 2013. Operationsin the US, Guatemal an and Honduran
markets—smaller in comparison with the domestic market—pro-
duced positive figures. That is to say, more income but also more
expenses for this company, since it purchased a Mexican League
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soccer team and made heavy investments in the Colombian and Pe-
ruvian telecommunicationsinfrastructure (TV Azteca, 2015).

1.4. Merchandising and social merchandising

Since the year 2011, we have been reporting a phenomenon
called “fiction a la carte”, which is a narrative-mercantile process
that allows for the inclusion of government publicity within the
Mexican series and telenovelas. During 2014, a collaboration agree-
ment was signed between the Puebla state government and Televisa
so that it was possibleto film the telenovela El Color dela Pasionin
that state. However, the governor of Puebla, Rafael Moreno Valle,
modified his role as “ collaborator with the telenovela” to become
involved directly in it by inserting two government ads that were
aired in chapters 85 and 87 (July 11 and 15), in which government
investment in road infrastructure was openly advertised.

1.5. Communication policies

The Federal Telecommunication and Broadcasting Act came
into force on August 13, 2014; however, months before, through the
Federal Telecommunications Institute (Ifetel), the new regulating
body in terms of telecommunications and broadcast, it had already
begun to collect its first fruits, since this institute declared Televisa
and AméricaMovil as“ preponderant economic agents’ in March of
2014. This declaration points out that both Televisa and the compa-
nies Telmex and Telcel (operated by American M6vil) own more
than 50% of the market where they are present and, therefore, they
must defragment to yield the way to new competitors. This would
mean that the two great media monopolies would be coming to their
end, at least just as we have known them.

Nevertheless, by losing “ preponderance” in one sector, the new
legislation will alow them to participate in another; for example,
Televisa could enter the telecommunications market and offer inter-
net and landline/cellular telephony services, while American Movil
would be permitted to enter the paid television sector.
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While this is happening and the secondary laws of the reform
built their new operations regulations, none of the two monopolies
stopped growing. Televisa acquired the cable TV company Cable-
com five days before the new law came into force, so it now owns
60% of the paid TV market. One month later (September 10, 2014),
Televisa sold 50% of lusacell to Grupo Salinas (owned by TV Az-
teca). Previously, Grupo Salinas had sold lusacell to Televisa to
consolidate, on a commercial level, the duopoly that both compa-
nies have maintained on Mexican TV. This alliance was broken un-
expectedly and it allowed Televisa to explore the sale of packaged
services (Triple Play) by means of 1zzy, which in turn gave way
to a new actor in the media ecosystem—AT& T—because the US
company acquired lusacell.

Izzy is the company that Televisa operates and by means of
which it intends to pave its way in the telecommunications market.
Its packages and prices are lower than that of its competitors; how-
ever, the stipulations of the new law are still far from the desired
commercial openness. It will come true more evidently when the
two national open TV companies start broadcasting their signals. So
far, only one of the two concessions has been granted to the com-
pany, Grupo Imagen, since the other investor, Grupo Radio Centro,
did not manage to cover payment for the signal.

1.6. Public TV

One of the promises of the Telecommunications Reform was
to break the hegemony of the commercial media to strengthen other
communications schemes such as the public and the social one. In
fact, this new figure of the social media was included for the first
time in the medialegidlation; however, neither the public media nor
the social media were given a decisive impulse, since the national
radio-electric space was not divided in an equitable manner between
these communicative forms. Contrariwise, the situation favored
the commercia scheme confined to public media and dependence
(when they were asking for independence) on government budget,
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and the social media were granted frequencies in spaces where the
signal isweak. Asto the production of fiction, Cana Once produced
the series Croénica de castas, which marked its return to fiction pro-
duction.

1.7. Paid TV

Regarding the paid TV market, the year 2014 meant the highest
peak of the last years because it reached a 50% penetration in Mexi-
can homes. The Latin American Multichannel Advertising Council
reported that the 12.5% increase means that paid television entered
7.9 million homesin 2014.

1.8. Information and Communication Technology (ICT) trends

IAB-Mexico® and Millward Brown report on “Media and De-
vices Consumption among Mexican Internet users’ points out that
there are 66 million internet users, which represents 55% of the pop-
ulation. In relation with 2013, this percentage rose by just 2%, but,
if we compare it with data from 2009, penetration went from 30%
that year to 55% in 2014.

The same study reports that the use of smartphones has in-
creased (from 50% to 68%), and 62% of the users log in on the
internet with their phones. The people have more devices, increas-
ing from three to four in 2014. The users are connected for an aver-
age of six hours a day, one hour more than in 2013, and the social
networks are their favorite (88%). By 2014, the number of people
owning a Smart TV had doubled, rising from 19% in 2013 to 38%,
but only half the people who have a Smart TV log in on the internet
using them. As the same study reports, the life of internet users has
become more digitalized, because the internet is ever more included
in everyday activities. Users claim that they perform eight different
activities while they are using the net.

5 See full study at: <http://iabmexico.com/consumo-medios-y-dispositivos-mexicanos?
utm_source=lAB& utm_medium=Ads& utm_content=Estudios& utm_campaign=
ECMyD>
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Regarding the implementation of digital television al over the
national territory, the analogical blackout is expected for the end of
2015. Of the 31 million Mexican homes, 15.3 million (49.2%) de-
pend on open analogical TV. As of January 1, 2016 only the homes
owning adigital TV set or those having an analogical TV set con-
nected to aDTT converter will be ableto receivethefree TV digital
signal. It is expected that, by the end of 2015, 10% or 15% of the
homes that depend on analogical TV will not be able to get the sig-
nal .6

Competition grows in VoD: Netflix, Clarovideo, Dish Moévil and
Veo Play

Netflix continues to be the leader in Mexico in Video on De-
mand (VoD) and the number of its subscribers aso continues to
increase, surpassing 1.4 million. In October 2014, the cost for its
services increased for the new subscribers from 99 to 109 pesos a
month, but it decided to keep the same price for the “old subscrib-
ers’ for aperiod of two years.” Nevertheless, Netflix is beginning to
feel the pressure of competitors because it has lost market share and
at present it has 65%, when it previously enjoyed 96.8%; this drop
is mainly due to the presence of Clarovideo®, owned by América
Movil (Carlos Slim’s). The service it renders is more economical
since it charges 69 pesos a month and it gives a free month for Tel-
mex/Telcel clients.

In turn, Dish and Televisa have operated their strategies to
compete with Netflix and Clarovideo. Dish launched Dish Mdévil,
afree online service for its subscribers by means of which it is pos-

5“Nuevas cadenasde TV, atadas al apagdn anal 6gico”. CNNExpansion, March 13, 2015.
Available at: <http://www.cnnexpansion.com/negocios/2015/03/13/nuevas-cadenas-de-
tv-atadas-al -apagon-anal ogico> Accessed on: March 15, 2015

7 “Netflix sube 10% precio a nuevos usuarios”. EI Economista, October 10, 2014. Avail-
able at: <http://eleconomista.com.mx/tecnociencia/2014/10/10/netflix-sube-10-su-pre-
Cio-nuevos-usuarios-mexico> Accessed on March 11, 2015.

8 “Clarovideo le da guerra a Netflix”. CNN Expansion, January 28, 2015. Available at:
<http://www.cnnexpansion.com/negocios/2015/01/28/clarovideo-le-da-guerra-a-netf-
lix> Accessed on: March 11, 2015.
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sible to access over five thousand titles (films, series, etc.). Televisa
has Veo Tele (with open TV contents and some material from paid
TV for its customers®) and Veo Play (series and films with a 99-pe-
sos monthly subscription).

In sum, the number of smartphones as well as that of mobile
devices and smart TV sets has grown. Netflix is still the leader in
VoD, but Dish and Televisa are implementing strategies to compete
with it by offering more economical subscriptions.

2. Analysis of the year: national and Ibero-American premiere fic-
tion

Table 1. Fiction broadcast in 2014 (national and foreign;

premiere, reruns and co-coproductions)

NATIONAL TITLES: 14 PREMIERE FOREIGN TITLES: 24
Televisa: 9 national titles Televisa: 11 imported titles

1. El Color dela Pasién (telenovela) 18. Dame Chocolate (telenovela — USA)
2. La Gata (telenovela) 19. Pasion Prohibida (telenovela — USA)
3. La Malquerida (telenovela) 20. La Impostora (relenovela — USA.)

4. Mi Corazdn es Tuyo (telenovela) 21. Reina de Corazones (relenovela —

5. Hasta el Fin del Mundo te Amaré USA)

(telenovela) 22. Mi corazon insiste (telenovela —

6. Yo no Creo en los Hombres (telenovela) | Colombia)
7. Muchacha Italiana Viene a Casarse 23. Pobres Rico (telenovela — USA)

(telenovela) 24. El Sefior delos Cielos (series— USA-

8. La Sombra del Pasado (telenovela) Colombia)

9. Los Héroes del Norte (series) 25. La Suegra (telenovela — USA-
Colombia)

TV Azteca: 3 national titles 26. La Prepago (series— Colombia)

10. Sempre tuya Acapulco (telenovela) 27. Sefiora Acero (telenovela— USA)

11. Las Bravo (telenovela) 28. Metastasis (series— Colombia)

12. Corazon de Condominio (telenovela)

9 Delzzi, Cablemés and Cablevision. <https://www.veo.tv/>

0 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
SA. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.
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Canal Once: 1 national title
13. Cronica de castas (series)

Cadena Tres: 1 national title
14. Amor sin reserva (telenovela)

CO-PRODUCTIONS: 3

Televisa: 2

15. ¢Quién Eres TU? (telenovela —
Mexico-Colombia)

16. Los Miserables (telenovela — Mexico-
USA)

Cadena Tres: 1
17. Las Trampas del Deseo (Series—
Mexico-Colombia)

TV Azteca: 5 imported titles

29. Avenida Brasil (telenovela — Brazil)
30. Rastros de Mentiras (telenovela —
Brazil)

31. La Guerrera (telenovela — Brazil)
32. Alma Indomable (relenovela —
Venezuela)

33. Sacrificio de Mujer (telenovela —
Venezuela)

Canal 22: 2 titles
34. |sabel (series— Spain)
35. Dostoyevski (series— Russia)

Cadena Tres: 5 titles

36. Tres Caines (series — Colombia)

37. Los Secretos de Lucia (telenovela —
Venezuela)

38. Alias El Mexicano (series— Colombia)
39. Aguila Roja (series— Spain)

40. La Mariposa (series— Colombia)

Canal Once: 1title
41. Vikingos (series — Canada)

RERUNTITLES: 11

Televisa: 5titles

42. La Fea Méas Bella (telenovela)
43. Soy tu Duefia (telenovela)

44. Amor Mio (series)

45. Rosalinda (telenovela)

46. La Reina del Sur (telenovela)

TV Azteca: 2 titles
47. Pobre Diabla (telenovela)
48. Pasion Morena (telenovela)

Canal Once: 4 titles

49. Los Minondo (series)
50. Nifio Santo (series)
51. Soy tufan (series)
52. XY (series)

TOTAL PREMIERE TITLES: 38
TOTAL RERUNS: 11
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In 2014, 38 new titles were broadcast (24 Latin American
and 14 national ones), this means a drop of 13 titles in respect of
2013. The most significant aspect is the dramatic fall of national
production, which only premiered 14 titles, 20 less than in 2013.
Thislossin national production caused the Latin American fictions
to increase their presence on Mexican television, which, before the
drop of production, turned to rebroadcasting successful series and
telenovelas. Eleven reruns were transmitted in 2014.

Table 2. Premiere fiction in 2014: countries of origin'!

Country Titles| % Eg?sﬂ:;/ % |Hours| %
NATIONAL (total) 14 |368| 1378 | 419 | 1399 | 425
OBITEL COUNTRIES (total) 22 | 579| 1882 |57.3| 1870 | 56.8
(I:(())&)OBITEL COUNTRIES 5 53 % 08 o4 07
Argentina 0 0.0 0 0.0 0 0.0
Brazil 3 7.9 294 89 | 318 | 97
Chile 0 0.0 0 0.0 0 0.0
Colombia 5 13.2 391 119 | 395 | 120
Ecuador 0 0.0 0 0.0 0 0.0
Spain 1 26 91 2.8 91 2.8
USA (Hispanic production) 8 211 729 222 | 684 | 20.8
Mexico 14 | 36.8 0 0.0 0 0.0
Peru 0 0.0 0 0.0 0 0.0
Portugal 0 0.0 0 0.0 0 0.0
Uruguay 0 0.0 0 0.0 0 0.0
Venezuela 3 7.9 319 9.7 316 | 9.6
TOTAL 38 |100.0/ 3286 |100.0( 3293 |100.0

Source: Obitel with national data supplied by Ibope AGB Mexico, SA. de C.V.; “TV
Ratings Database Cinco Dominios + Videotrack regular”; software MSS® TV. Total TV
programming in 2014.

1 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
SA. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.



272 | Obitel 2015

When the number of new titlesfell, the number of chapters and
broadcast hours fell too. Taking the year 2013 as reference, 1,000
chapters less were broadcast, which translated in 500 hours less in
fiction.

As to the origin of the Ibero-American fictions broadcast in
Mexico in 2014, the productions made in the US still occupy anim-
portant place and eight titles were premiered, followed by Colombia
with five, in addition to Brazil and Venezuela, each with threetitles.
Concerning the fiction from outside the Obitel realm, there were
two series, Vikings (Canada) and Dostoyevski (Russia), both broad-
cast by the public media Canal Once and Canal 22, respectively.

Table 3. Co-productions

Titles Co-prodl_lcmg Producers Format
countries
Mexico Televisa
/Quién Eres Ti? Telenovela
Colombia RTI
; Mexico Argos Comunicacion
Ob'tq Los Miserables Telenovela
countries USA Telemundo
Las trampas del Mexico Argos Comunicacion
d Telenovela
€5e0 Colombia Mundo Fox

TOTAL NUMBER OF CO-PRODUCTIONS WITHIN OBITEL COUNTRIES: 3

TOTAL NUMBER OF CO-PRODUCTIONS WITH NON OBITEL
COUNTRIES: 0

TOTAL NUMBER OF CO-PRODUCTIONS WITH OBITEL + NON OBITEL
COUNTRIES: 0

TOTAL NUMBER OF CO-PRODUCTIONS: 3

Source: Obitel

This year, unlike 2013, only three co-productions were regis-
tered, all of them within the Obitel scope. What stands out in two
of them is that they were made by the independent producer Argos
Comunicacion, which since 2012 produces these actions with the
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U.S. and Colombian channels. Argos hasfictionsin Mexico in open
channels, such as Galavision (Telecast) and Cadena Tres (Grupo
Imagen), as well as an active participation in U.S. Univision and
with Mundo Fox, headquartered in Colombia.

It should be pointed out that national fiction is usually aired
at prime time and the Ibero-American one in the afternoon. This
fact goes to show that national production is given priority in the
hours with the highest number of viewers; however, this scenario
changed this year when TV Azteca, through Channel 13, aired the
Brazilian telenovelas Avenida Brasil and Rastros de Mentirasin its
prime time.
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Unlike previous years, in 2014 interest in producing nationally
formats other than the telenovela fell, because only two of the 14
new titles were series, when the average number of national series
premiered since 2012 is five. It is opposed to what happened with
Ibero-American fiction, which aired ten seriesin 2014. Thisyear no
format other than series and telenovela was broadcast.

Table 6. National fiction formats by time slot*®

Formats Mif]'g”' % Anf;ce); % Ptmf % |Night| % |[Total| %
Telenovela o |o0o| 4 |10 9 |10 0 |00]| 13 |929
Series o |oo|l o |o0o0| o [00| 1 |200] 1 |71
Miniseries o |oo|l o 00| o |[00| 0 |00]| O |00
Telefilm 0o |00 o [00o| o [00| 0 |00| 0 |00
Unitario o |00 o [00| 0o [00| 0 |00| 0 |00
Docudrama 0 0.0 0 0.0 0 0.0 0 0.0 0 0.0
OO;‘:;SSC";"’ 0 |oo| o |00| 0o |[00]| 0 |00]| O |00
Total 0 |0o0| 4 [100] 9 |1200| 1 [100| 14 |100

Source: Obitel with national data supplied by Ibope AGB Mexico, SA. de C.V.; “TV
Ratings Database Cinco Dominios + Videotrack regular”; software MSS® TV. Total TV
programming in 2014.

The telenovela was not only the prevailing format in national
fiction but a so the one placed in prime time. The afternoon was the
second most important time, slot in which four of the 14 premiere
titles were broadcast. The morning time slot did not have any new
fictions, but rather it was occupied by 2014 reruns.

13 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
SA. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.
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Table 7. Time period in which fiction is set

Time period Titles %
Present 34 89.5
Period 2 53
Historical 2 53
Others 0 0.0
Total 38 100

Source: Obitel with national data supplied by Ibope AGB Mexico, SA. de CV.; “TV
Ratings Database Cinco Dominios + Videotrack regular”; software MSS® TV. Total TV
programming in 2014.

In 2014, the only fictions that were set at a time other than the
present were the Ibero-American ones. Titles such as Isabel (Spain)
decided to be a historica fiction, while Dostoyevski (Russia), Vi-
kings (Canada) and Aguila Roja (Spain) portrayed some type of pe-
riod in their narrative. It should be pointed out that these fictions
were broadcast in public channels (Canal Once and Canal 22), with
the exception of Aguila Roja, which was aired on Cadena Tres. The
open TV channels have not produced afiction set at atime different
from the present since 2012, which does not imply that their narra-
tives and themes deal with contemporary issues either.

Table 8. The ten most watched titles: origin, rating, share#®

Country Name of
of origin Produc- scriptwriter | Rat-
Title ong tion | Channel | 5P & | shares
of idea or or author of | ing
: company L
script original idea
Mi Corazon es ) . Ana Garcia
1 Tuyo Spain Televisa | Channel 2 Obregén 23.12 -
Hasta el Fin del . . Quique
2 Mundo te Amaré Argentina | Televisa | Channel 2 Estevanez 22.89 -

4 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
S.A. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.

5 |n this year, we did not have access to the share information, that iswhy it is not inclu-
ded in the table.
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La Sombra del ) . José Cuauh-
3 Pasado Mexico | Televisa | Channel 2 témoc Blanco 18.71
4 Lagata Venezuela| Televisa | Channel 2| Inés Rodena | 18.61
5| LaMalquerida | Mexico | Televisa |Channel 2 X|njena 17.65
Suéarez
José
6| ElCOordela |y, i | Televisa |Channel 2| Cuauhtémoc | 16.98
Pasion
Blanco
7 [YoroCreoenlos| oo | Televisa |Channl 2|, C¥198d | 1647
Hombres Bravo Adams
Muchacha Delia
8 | ItalianaVienea | Argentina | Televisa |Channel 2| Gonzdlez | 15.29
Casarse Marquez
9| AvenidaBrasl | Brazil | Globo | Camel |JodoEmanueli ), o
13 Carneiro
10| SemPreTwa |\ oico |TvAztecal CNAINE | Alberto 4 o
Acapulco 13 Gomez
Total number of productions: 10 Foreign scripts: 5
100% 50%

Source: Obitel with data from Ibope AGB Mexico, S.A. de C.V.; “TV Ratings Database
Cinco Dominios + Videotrack regular”; software MSS® TV. Target: total households, 28
cities. The rating is measured electronically—24 hours a day 365 days a year—with the
use of people metersinstalled in arepresentative sample of households.

The datathat stands out in Table 8 isthat half the most watched
titlesin 2014 have an original foreign script, just asit happensin the
first two titles in the top ten: Mi Corazdn es Tuyo and Hasta el Fin
del Mundo te Amaré, both by Televisa. However, what attracts our
attention the most is that TV Azteca managed to place two of the
fictions it broadcast among the most watched in 2014. TV Azteca
had not been in the top ten since 2009, when its telenovela Pasion
Morena reached 9.7 rating points. TV Aztecatelenovelasthat arein
the top ten thisyear are Avenida Brasil and Sempre Tuya Acapul co.

Avenida Brasil, an original Globo production, was broadcast
by TV Aztecain its prime time and it meant the beginning of the
TV network’s backing of the broadcasting of Brazilian fiction. In
the case of Sempre Tuya Acapulco, it means a peak of thisTV sta-
tion’s productions, which for the first timein five years managed to
have more rating than the Latin American telenovelas that Televisa
broadcasts in Mexico through GalaTV.

It isworth noticing that, unlike 2013, this year there was a gen-
eralized increase in the ratings of the most watched titles. The first
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place in 2013 was occupied by Corazdn Indomable (Televisa) with
21.29 rating points; in 2014, Mi Corazon es Tuyo (Televisa) made
it, with 23.12 points.

Table 9. The ten most watched titles: format, length, time slot®

Number of | Dates of he first
Title Format | Genre Ch?ptem/ and t.h e.laSt . | Timeslot
episodes | transmission (in
(in 2014) 2014) (*)
Mi Corazon es 06/30/14 to Prime
1 Tuyo Telenovela | Drama 133 03/01/14 time
Hasta el Fin del 07/28/14 to Prime
2 Mundo te Amaré Telenovela | Drama 114 12/31/14 time
La Sombra del 11/10/14 to Prime
3 P o Telenovela | Drama 38 12/31/14 time
05/05/14 to
4 La Gata Telenovela | Drama 121 10/19/14 Afternoon
. 06/02/14 to Prime
5 | LaMalquerida | Telenovela | Drama 116 11/19/14 time
El Color dela 03/17/14 to
6 Pasion Telenovela | Drama 121 08/21/14 Afternoon
Yo no Creo enlos 09/01/14 to
7 Hombres Telenovela | Drama 88 12/31/14 Afternoon
Muchacha
8 | ItalianaVienea | Telenovela | Drama 53 10720114 to Afternoon
12/31/14
Casarse
: . 02/17/14 to Prime
9 | AvenidaBrasil | Telenovela | Drama 167 10/04/14 time
Sempre Tuya 02/10/14 to Prime
10 Acapulco Telenovela | Drama 136 08/17/14 time

Source: Obitel with data from Ibope AGB Mexico, S.A. de C.V.; “TV Ratings Database
Cinco Dominios + Videotrack regular”; software MSS® TV. Target: total households, 28
cities. Therating is measured electronically—24 hours a day 365 days a year—with the
use of people metersinstalled in arepresentative sample of households.

It is worth noticing that, in 2014, not only telenovelas that oc-
cupied prime time were the most watched but also those broadcast
in the afternoon, which had a lot of repercussion among the view-

15 Copyright © Ibope AGB Mexico, S.A de C.V. Boulevard Manuel AvilaCamacho 191,
5" floor, Col. Polanco I Seccién, Miguel Hidalgo, 11510, Mexico D.F., 2015. The present
page contains material under industrial and intellectual property of Ibope AGB Mexico,
SA. de C.V., which has been placed at the disposal of Obitel for research and analysis
purposes concerning this project, therefore, its temporary or permanent, total or partial
reproduction by third parties without prior written consent by this company is forbidden.
Infringement shall be penalized as relevant laws establish.
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ers, since out of the ten most watched titles, four were afternoon
telenovelas. One of them, La Gata, was even among the first five.

Table 10. Themes of the ten most watched titles

PREDOMINANT

Title THEMES (up to five | >0 CIAL THEMES (up to
. five most important themes)
most important themes)
1 | Mi Corazon esTuyo F armly love, Women's liberation, paternity
disappointment

2 Hasta el Fin del

Love, jealousy, infidelity

Gender equality, women's
leadership

Mundo te Amaré
La Sombra del Love, family revenge, o
3 Pasado ambition Territorial problems
4 La Gata Abandonment, love, Poverty, orphanhood,

revenge

classism

5 La Malquerida

Family revenge, mother-
daughter rivalry

Prostitution, classism

6 | El Color dela Pasion

Hatred between sisters,
love and revenge

Social promotion,
orphanhood

Yono Creoenlos

Love, socia promotion,
revenge and hatred

Gender violence, macho-
chauvinism, discrimination

Love, socia promotion,
friendship, family love

Race discrimination, macho-
chauvinism

First love, arranged
marriage, change of
identity, revenge

Abandonment of children,
promotion of reading

Socia promotion, love,
revenge

Social discrimination, macho-
chauvinism, abuse of power

! Hombres
8 Muchacha Italiana
\Viene a Casarse
9 Avenida Brasil
Sempre Tuya
10
Acapulco
Source: Obitel

Asto the prevailing social themes, there was not a substantial
change in respect of the previous years, since Mexican telenove-
las and series, except for Cronica de Castas (Canal Once) and Las
Trampas del Deseo (Cadena Tres), offered a narrative change. The
most watched did not make this proposal; in that respect, only Ave-
nida Brasil meant a change by dealing with homosexuality openly
and without so many taboos.
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Table 11. Audience profile of the ten most watched titles:
gender, age, socioeconomic level'’

Gender % Agerange % Soc:oecogomlc
. Chan- vel %
Title o [ wom- il 2 B[ B[ B
W enMenlltototot050+ABCDE
_ 17 | 24 | 34 | 49
1 [Mi Corazon| Channel | 5| o7 |15 71139147 16.1| 16.8|21.7|15.9|52.6|31.4
es Tuyo 2
Hasta el
o |Finael Channel| o> | 38 |15.3] 17 | 20 | 20 |21.3|26.5|15.9|52.531.7
Mundo te 2
Amaré
La Sombra | Channel
3| e o | 2| 632 |36:8(142|12.215.4|154(178| 25 |155(52.7|3L6
4 |LaGata Chazr‘”e' 68 | 32 |15.3]14.3|14.6|13.6/16.7|255|16.7|51.8|31.6
g|ka o |Chanell oo |3 |138|137|13.2|15.4|17.7| 24.7|16:3|52.4| 314
Malquerida 2
g | Colorde | Channel | oo 5 151 71 14 |141|151|147|17.2|22.816.9] 52 |31.1
la Pasién 2
Yo no Creo Channel
7 lenlos S| 705 |295|141(128(16.2(162|16.8(24.1|16.1(525(31.4
Hombres
Muchacha
g |ltalianaChannel| o | a0 115 4117|155\ 14.6|17.4|27.3| 17 |51.6|314
\Vienea 2
Casa;se
g [Avenida  Channel | o, o | 355 14501130|14.3|17.9| 25| 35 |19.5[49.7|30.9
Brasil 13
Siempre Channel
10|Tuya 13| 674 |326/111/105/105|135( 201 34 |16.1/504(335
Acapulco

Source: Obitel with data from Ibope AGB Mexico, SA. de C.V.; “TV Ratings Database
Cinco Dominios + Videotrack regular”; software MSS® TV. Targets used 4-12, 13-18,
19-29, 30-44, 45+, men, women, ABC+, C, D+, DE. The rating is measured electroni-
cally—24 hours aday 365 days a year—with the use of people metersinstalled in arep-
resentative sample of households.

In Table 11, it should be pointed out that there was a sharp
division in terms of telenovela viewing between the youngest age
groups and the adult ones, for the former concentrated on viewing

7 COPYRIGHT © lbope AGB MEXICO, SA DE C.V. Boulevard Manuel Avila
Camacho 191-piso 5, Col. Polanco | Seccién, Miguel Hidalgo, 11510, México D.F.,
2015. The present page contains materials that are the Industrial and Intellectual property
of Ibope AGB Mexico, SA. de C.V., which have been placed at the disposal of Obitel
for research and analysis purposes concerning this project, therefore its temporary or
permanent, total or partial reproduction by third parties is forbidden without prior writ-
ten consent by this company. Infrigement shall be penalized as relevant laws establish..
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Hasta el Fin del Mundo te Amaré (Televisa) and the latter on Ave-
nida Brasil (Globo). By the way, it is precisely on this Brazilian
fiction where the audiences with the highest socioeconomic level
concentrated. The lowest socioeconomic levels preferred Sempre
Tuya Acapulco (TV Azteca).

3. Transmedia reception

TV Azteca is experimenting with webserieswith its acting students

In 2014, TV Azteca decided to launch its first product to be
exclusively viewed on the internet. The webseries Amor a Ciegas',
a comedy that started airing in March, had ten chapters that were
broadcast on Wednesday at 4:00 pm, through the TV porta (az-
teca.com) and at the end of the show Ventaneando, with an average
length of five minutes per episode. This webseries was produced
by this show (hosted by Patty Chapoy) and by Azteca Centro de
Formacion de Actores para TV (CEFAT). Each episode narrated
the meeting of two young people on ablind date. TV Aztecawanted
to draw the attention of a young audience with new products, and,
unlike what Televisa has produced, what is noteworthy about this
webseriesisthefact that the actorsare CEFAT students, that is, they
are not professional actors, let alone famous ones. This indicates
that TV Aztecaisnot only trying a new format but also experiment-
ing with new faces, with fresher images, or trying to renovate itself.
So, it islikely to be a platform for its students towards productions
to come.

Televisa continuesto test its transmedia strategy

When, in 2012, it introduced its first webnovela Te Presento a
Valentin, the executives claimed that more would follow because
they were looking to capture the attention of a mainly young audi-
ence. Two years|ater, Televisahas not produced another webnovela

18 <http://www.aztecatrends.com/notas/actual i dad/165738/azteca-estrena-webserie-amor
-a-ciegas-con-alumnos-del -cefat>
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in Mexico, and we believe that this experimental stage helped them
consider producing other formats, because the number of peoplein
the audience consuming contents from mobile devices rather than
from TV sets is growing every day. Thus, in 2014, it launched a
webseries called Fabrica de Suefios'®, which will comprise four sea-
sons, with 20 two-to-five minute episodes each, with the objective
of entering the Televisa facilities and go through the different de-
partments, such as makeup, costumes, post-production, etc. It isthe
first time that the company “opens its doors’ to let the public know
alittle bit of what happens within their content production.

Another element of this transmedia strategy is App Television.
For thisyear, it is observed that the type of participation it promotes
among its followers was modified for thereislessimpulse for inter-
activity, at least for the telenovelas. It used to demand a greater user
participation (never an interaction), who could share videos through
Facebook and wasin exchange “awarded” “exclusiveinformation”;
also received messages from some of the telenovela characters, to
encourage thus their getting “hooked” with the story. However, we
detected that App Television eliminated awarding prizesto their fol-
lowers, as well as the direct “contact” with the melodrama charac-
ters. We did not observe any instances of this tool being publicized
on TV either, as it was customary in 2013; therefore, we noticed a
much less aggressive participation of Televisa production through
this application.

As to the transmedia strategy through the social networks, the
most promoted type of interaction was presented mainly through
Facebook, which is the socia network with the most audience par-
ticipation. We have observed that each producer conceived their
transmedia strategy in a differentiated manner, for some launched
opinion polls or encouraged fan participation, but, in other cases, the
presentation isvery basic. Unlike that of 2013, when Lo quela Vida
me Robo had 2.5 million fans, in 2014 the telenovela with the most

19 <http://www.tel evisa.com/fabrica-de-suenos/index_mobile.html>
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followers was Hasta €l Fin del Mundo te Amaré, with 87,433, both
by Televisa. This company’stelenovelas are still the ones gathering
the largest number of fans, because TV Azteca has had a very poor
participation in the social networksfor itstelenovelas, what can also
be observed in their products’ ratings. For example, the telenovela
Las Bravo only has 1,454 fans. It was expected that, with the first
transmedia proposal by this TV station, the webseries Amor a cie-
gas would have a fan page on Facebook and that it would appeal to
interaction with the young audience through the social networks®,
but it only offered avideo chat with the actors from the forum of the
show Ventaneando.

Hasta el Fin del Mundo te Amaré and El Color de la Pasion in
Facebook

In order to analyze transmedia reception, we have selected two
melodramas. The choice was made according to the number of fans
and the rating. The first case selected is the telenovela Hasta el Fin
del Mundo te Amaré, which, according to Nielsen-Ibope reports,
had arating of 22.89 points, which roseit to the third placein terms
of audience preference and the third place in terms of number of
Facebook followers.? The first place was occupied by Lo que la
Vida me Robd, a melodrama that we analyzed last year, and the sec-
ond place, by Mi Corazon es Tuyo, which was very popular among
the audience; however, their producers did not choose to appeal to
fan participation on the social networks. For these reasons, we have
decided to analyze Hasta el Fin del Mundo te Amaré. Thetelenovela
that we also decided to monitor is El Color de la Pasion since we
detected an active fan and production participation.

2 At the official website <http://www.eltrece.mx/amoraciegas> the Facebook and Twitter
iconslink directly to Azteca Trece, where information about the TV station is offered.

2L Wedid not consider Lo quela Vida me Robd or Qué Pobres tan Ricos because they were
productions already considered for the 2014 yearbook that began broadcasting in 2013.
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Hasta el Fin del Mundo te Amaré

We selected a week comprising 5 days, considering the be-
ginning of its transmissions (July) up to December 2014.2? Table
12 shows the type of activity promoted on the days of the selected
sample and fan participation.

Table 12. Activity and fan participation
in Hasta €l Fin del Mundo te Amaré

“Likes' on “Likes’ Material Com- “Likes’ RepIY
Date on chapter | shared or on tofan's
photos . . ments
trailers views comments| comments
212
(Pedro
August 18 | Fernandez, | -------- Shared 125
. times
first leading
actor)
September 277 1‘,530 25
11 Views
October 456 Shgred 20 6 129 18
27 (cover) times
323
(New
November P R— Sh_ared 3 % 74
10 . times
actor, David
Zepeda)
289
Passionate | Shared 33
December scene times; 12
26 “Shareitif | 10,872
itisyour views
favorite”

Source: Obitel Mexico

In the week analyzed, the discussion among the participants
turned around Pedro Fernandez's exit as the telenovela’s leading
actor. It was claimed that it was due to his wife's jealousy because
of his scenes with leading actress Marjorie de Souza. On October
27, afan commented that the producer Nicandro Diaz was seeking
higher ratings, so he had asked the leading actors to film bedroom

2 The dates were randomly selected: August 18, September 11, October 27, November
10, December 26, 2014.
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scenes, but Pedro Fernandez refused. The author of such comment
wondered why it was necessary to sell just sex in the telenovela, and
this comment got 51 “likes’. The exit of the leading actor gener-
ated a discussion among the fans, some in favor and some against
his leaving. From then onwards, the production generated expecta-
tion around who would be the new leading actor. On December 26,
a video was uploaded with the two leading actors in a passionate
scene and the regquest from the production to the fans saying “share
itif itisyour favorite scene”. Asfar as we can observe, fan partici-
pation concentrated mainly on discussing among them the reasons
why the main leading actor left, and, in this context, production ex-
ploited it to generate greater interest in the course of the melodrama.

El Color dela Pasion

We have included the telenovela El Color de la Pasion in this
yearbook due to the fact that we detected a more active participa-
tion on the part of the fans, which amounted to 84,491 on Facebook.
We only analyzed the call launched on July 8—*Entertainment dy-
namics I’m your Fan”—, in which people were invited to take their
photos while watching the telenovela, in a“creative, fun, origina”
manner. To be able to participate, people had to click on “Like” on
the fan page, send the photo via inbox or post it on the wall. They
did not say what the best picture selected by the production would
win. This request received 733 “likes’, and 27 photos were posted
on the wall (we do not know how many via inbox). It was interest-
ing to observe this exercise: more women than men participated and
there were photos with children, fans from Argentina, Mexico and
Paraguay.

In 21 of the images, the fan appears next to or in front of a
digital TV set, and in only two with analogical ones (in the rest of
them the set does not appear). The fans were always close to the set
and, in most of theimages, they are not doing any other activity. The
fans got their picturestaken while they were watching the telenovela
and when their favorite character appeared, some even kissing the
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screen. Out of the total, seven men participated, and the image ob-
taining the most “likes’ (89) was that of ayoung man:

Source: <https://www.facebook.com/el col ordel apasionoficia Xref=ts>

We noticed that, in this dynamics, there was interaction be-
tween the production and the fans, with a total of 145 comments
on the images. The fans al so created Facebook pages (one with 757
and another with 2,264 followers), where there was not significant
participation.

The transmedia strategy of private TV in Mexico remains on
its experimental stage, and the TV stations try to make their con-
tents available on multiplatforms. Nevertheless, the participation
that producers promote is poor and the types of formats that have
been set up allow akind of fan participation that is limited to a cer-
tain extent. Thereis not yet an active, original participation in other
spaces on their part; therefore, we consider that participative culture
in Mexico, for the genre we are analyzing, is scarce.

4. Highlights of the year

There were two topics that marked the year in Mexican fic-
tion industry: the first is TV Azteca s proposal to try to attract the
audience by broadcasting Brazilian telenovelas; the second is the
scandal starring the former telenovela actress, present-day First
Lady, AngélicaRivera, who cameto the defense of her husband on
a Y ouube video, announcing that she had bought her more-than-
seven-million dollar home with the money that Televisa paid her
for her more than fifteen-year career as an actress, trying to back
up her husband when it became known that there was influence
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traffic between him, Enrique Pefia Nieto, and the Grupo Higa Real
Estate Agency.

TV Azteca and Globo: new agreements and good decisions

TV Azteca and Globo signed their first collaboration agree-
ment in the year 2002, when the Mexican TV network broadcast
one of the most successful Brazilian telenovelas, O Clone (2001),
on Canal Azteca7, and it had poor popularity in terms of rating (3.5
points) (Ibope-AGB, 2003).

By 2005, both networks had finished the co-production and ad-
aptation of the Brazilian telenovela Top Model (1989), which was
aired on TV Azteca under the same title. In that first approach, TV
Azteca adapted from Globo not only the original format but a so the
creative work method, the artistic design and the pre-production.
However, Top Model did not manage to surpass four points of rat-
ing. For comparison purposes, it is worth mentioning that the Tele-
visa telenovela broadcast in that same year and time was Cadigo
Postal, which had an average rating of 14 points.

Four years later, in 2009, both companies formalized their
collaboration and agreed to “produce, co-produce, broadcast and
distribute” their telenovelas. One of the first fruits of this relation
was the broadcast in Mexico, in 2010, of the successful Globo tele-
novela A Favorita (2009), which had reached 47.6 rating points in
Brazil. However, in Mexico, A Favorita had to be taken off the air
after three weeks, since it did not manage to surpass the three rating
points. One of the reasonswasthat TV Aztecaplaced it in the morn-
ing hours, and not at its prime time.

The agreements gave new fruits in 2010, when Entre el Amor
y el Deseo, an adaptation of Louco Amor was co-produced. How-
ever, five years had to pass before the two TV companies decided
to retake their collaboration. This time, TV Azteca placed Brazil-
ian telenovelas in prime time, which happened with Avenida Brasil
that started airing at 9 pm on Azteca 13, the channel’s prime time.
This telenovela was premiered in 2012 in Brazil and it reached over
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40 rating points. In Mexico, though not so popular, it managed to
surpass TV Azteca' s expectations because it generated ten rating
points since the beginning, which held significantly throughout its
time on the air until it reached 15 rating points by the final chapters.
That isunusual for aTV Aztecafiction, which, according to Obitel
data, does not surpass the ten points.

In 2014, Avenida Brasil wasfollowed by El Astro, La Guerrera
and Rastros de Mentiras. The latter, whose original title is Amor
a vida, has reached great popularity because it deals with sexual
diversity openly, managing to maintain the rating left by Avenida
Brasil. Therefore, it isaready amongthe TV contents with the most
viewersin TV Aztecain 2015. So the boom of the Globo telenove-
lasin TV Aztecawill bein effect in the yearsto come.

Gaviota and the political scandal in the White House

At 150 Sierra Gorda Street, in the Lomas de Chapultepec
neighborhood, lies the house where the presidential couple, Enrique
Pefia Nieto and Angélica Rivera, lives. It is a “white house” built
by Grupo Higa, a rea estate company favored with construction
contracts, at the time in which the now president was the governor
of the State of Mexico.

The white house, which still belongs to Grupo Higa, came to
public notice in areport that Hola, the show magazine, published in
May 2013. After the first emission of MVS Noticias (November 09,
2014), presented by Carmen Aristegui, it became known both where
the house came from and what it had cost: seven million dollars.

The house did not belong to president Pefia Nieto but to his
wife, Angélica Rivera, who, upon the scandal breaking open, came
to her husband's defense on a video that she herself uploaded to
Y ouTube, denying that there was any relation of corruption and in-
fluence traffic, because she claimed to have bought that house with
the money she had earned for her work as a Televisa actress: “To-
day, | am hereto defend my children’s, my husband’s and my own
integrity. Along with this explanation, | am publishing private docu-
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ments without actually having to, because, as | said before, | am not
apublic servant, but | cannot permit this issue to question my honor
and, above dl, | cannot let this damage my family”, she declared in
her video.

In addition, she added that she had been able to buy the “white
house”, which she had purchased and built with the support of Gru-
po Higa, because it was next to the house that Televisa Talento S.A.
de C.V. had transferred in her favor in 2010. The transaction in fa-
vor of the former actresstook place on December 14, 2010, 17 days
after her marriage to Pefia Nieto. However, she hasinsisted that she
bought both houses—which together cost over 10 million dollars—
with the money she had earned as an actress. Other actresses, after
the scandal, have madeit clear that it isimpossible to make that kind
of money in Televisa, because actresses such as Thalia (an icon of
Mexican telenovelas from the 90s) claim that she earned the highest
salary ever paid in the history of the station and never had that kind
of money.

5. Theme of the year: gender relations in the television fiction
The privileged fiction format in Mexico in 2014 was, as usu-
a, that of the telenovela. Although recently the production of the
format in the country has resorted to the use of scripts that have
succeeded in other countries of the region, adaptations have been
given priority to, nationalizing the stories and harmonizing the nar-
rative structures to suit the formula of proven local success. In that
sense, the Mexican telenovela has been able to retain many of the
traditional styles of narrating reality, reflecting social relations and
portraying the world, which have worked well for 60 years. For the
same reasons, 2014 fiction, at least the one that is among the most
watched, remains stuck on atraditional way of seeing melodrama.
Analysts of the format have characterized the Mexican tele-
novela as the model that sticks the most to the archaic forms of
narration, and it makes reference to the unique supremacy that the
melodrama has had in the historic structuring of the characteristics
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of thelocal format. The comment isnot insignificant, because, while
in other countries in the region fiction products have made signifi-
cant progress in terms of representation strategy, the national rut
of the successful formula makes it highly reiterative. Whether they
produce remakes of old products, as in the case of Lo que la Vida
me Robd, or whether they buy scripts from other countries, asin Mi
Corazon es Tuyo, the national TV industry imposes the traditional
marks of acknowledgement and a battery of strategies anchored in
the most classical melodrama.

This characterization of the Mexican model is not insignificant
either, precisely inasmuch as the narrative structures of the classical
melodrama already contain a well-established gender representa-
tion logic, which hasto do with the ethics of the literary genre. The
management of pathos, the binary morality, the high polarization,
emotiona over-excitement (Singer, 2001) have always required a
careful management of the representations of the male and the fe-
male so that they are in harmony with the framework of the moral
absolutes that lead the story. This fact makes it possible through the
personalization and individualization of archetypes, for al kinds of
social problems to be approached, without affecting the basic prin-
ciples of the format.

Itisin this narrative context that the 2014 Mexican telenovelas
have continued with the type of representations of the traditional
gender configuration of melodramaby assigning each character to a
kind of man or woman. This year nomad genders have not been vis-
ible, asit has happened on other occasions, that is why here we will
refer to the two patterns of gender representation, thought through
a highly heteronormative discourse and its symbolic connection
with ethical and moral absolutes that are schematically divided into
“good” and “evil”.

Derived from it, the analysis of the representations was divided
into women and men (“good” and “bad”), to explain the way in
which traditional narrative structures limit the options of possible
representations in the Mexican telenovela.
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Victims and evil: emotional excitement set on stage in the tele-
novela melodrama has to do basically with the constant occurrence
of extreme moral injustice which, eventually, is solved in the plot.
To this end, the role of the victim is always necessary, usualy as-
sociated with a female role. In this year's telenovelas, the logics
held: the “good” women in the telenovela, constantly identified as
victims, are characters devoid of personal resources, which leave
them at the mercy of fate.

Theplot of sometelenovelas, such asLasBravo, Mi Corazén es
Tuyo, Lo que laVida me Robo or Hasta € Fin del Mundo te Amaré,
placed on the center of the plot the idea of awoman victim of afate
that makes the decisions for her (being poor, rich, beautiful, hav-
ing a family, etc.). The elimination of the female agency does not
only expose her to the symbolic context of the telenovela but also
disowns all the actions by the character in the plot, which makes it
possible for the emotion-action cycle to continue, without having to
submit it to the possible complexity of the individual.

In this sense, the women can be professionals, enterprising
and hard-working, and yet their weakness in this environment and
these circumstances is not significantly modified by her qualities.
In Las Bravo, the father’s death leaves a family of women out in
the open in the world of vice and the promiscuity of prostitution,
until a man (Leonardo, in whose care the father left them before
he died) straightens up the order of things protecting them as their
private “guardian angel”. In Mi Corazon es Tuyo, the circumstanc-
esof lifeforce AnaLeal to become a pole dancer to survive, when
her main role should be that of a private nanny. Here also a man,
who loves his family, but who is really in love with Ana, must
forgive her to be able to marry her and save her from the terrible
fate.

For the woman victim, destiny has then a male personality. It
is bad men who force them into tragic destinies in the traditional
morality (prostitution, bad economic decisions, etc.), but it is aso
men who rescue them from the claws of that fate to return them to
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their assigned roles. mothers of a family, professional women and,
in general, roles that they must play with the private space.

The image, the symboal, that is narratively represented by this
femalerole, is obviously that of the Virgin Mary, in her Guadalupe
advocation. In Las Bravo, it is a constant character that is found in
a central spot of the room without furniture (due to an eviction) of
Valentina, the mother of the family. Each setback of fate is pretext
enough for her to bow in front of the Marian image to request her
support and understanding. In Hasta el Fin del Mundo te Amaré,
Sofia, the business woman owner of the Ripoll chocolate factory,
carries her around her neck and invokes her in many situations, even
to get help deciding between two men: awicked, greedy one and the
love of her life. Theimage of the Virgin ispart of the hidden mecha-
nisms of fate (a sort of Deus ex Machina), which moves the female
actionin lieu of al individual agency.

On the opposite pole of the moral and representational spec-
trum, there is the wicked woman. Greedy women, they do have an
agency, who take advantage of the ups and downs of fate, the prob-
lems of love and heartache, the secret and the perpetual possibility
of identity revelation, to forge aroad linked to the sins of envy and
greed. Using the resource of the representation of the good woman,
they apply strategies such as appearing to be women who work but
who suffer in order to advance in the attainment of their plans. Their
power to manipulate the consciences and attitudes of the rest of the
charactersliesin the management of class values, in their proclivity
to reveal the hidden secret of good men and women. If the motor of
the victim’ s action comes from heaven and the men, that of the evil
woman comes from afeeling of revenge, which restores the forces
of destiny in her personal favor.

Heroes and villains: in away similar to that of the case of the
female roles, the representation of the telenovela man is highly po-
larized. There are no mysteries, no intricacies, and no complexities
at all in male personality. They can be heroes or villains, depending
on their attitudes towards traditional values. The great difference
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with female representation is that men are the ones with agency;
their actions are so powerful that they may result in fundamental
plot changes. Both the good and the bad are vested with the power
to decide the women’ s fates.

The basic good man is a provider, afamily character who can
be proneto sin; hence, his value within the plot lies on how close or
how far he isfrom that moral unbalance. The man of 2014 Mexican
telenovela is not an old-style patriarch, a stereotype of a small-scale
rich landowner. The malerole, inits positive character, isamodern,
understanding father. He is still the center and the pillar of the fam-
ily organization, the basic ingtitution of the telenovela system of
representations,; however, his decisions are taken in consensus, with
the support of the woman-victim-mother.

The good man is, in a sense, “effeminate” (just as it has been
in the history of the national telenovela), not as an aternative repre-
sentation of gender, but in that he can be the victim of the same ups
and downs of fate as the female victims. He is noble, a little bit of
abrute, he suffers from fate, but that suffering is the road to happi-
ness. He helps at home and accompanies the woman in her educa-
tion, but heisstill the center of the decisions, so asto maintain fam-
ily unity. In many senses, the good man is not a “prince anymore,
but a hero” (Las Bravo), and his heroic action consists in being the
center that reorganizesthe family in terms of traditional ethical prin-
ciples, a man who leaves it al to protect honor, he is a dad “who
takes care of you, the one who gives you his support, his affection,
the one who is always making sure that you want nothing” (Hasta
el Fin del Mundo te Amaré). Heis poor because life has treated him
badly, but he follows the guide of a recent heteronormativity, with
upper middle-class values, in which it is possible to observe that the
only commitment is with the nuclear family, made up of the father,
mother and children, the decent family. His contrary is the villain,
who can be represented in different ways. Firstly, a good man gone
astray, one who breaks his pact of providing to subject the family to
therisks of sin (see Las Bravo). They are men who |leave debts, who
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cheat on their partners with other women, whose agency comes into
play not to counteract an adverse destiny, but to join it.

There are also men who represent the opposite of what hap-
pened in the telenovelas from other times. The telenovela in 2014
makes fun of the controlling patriarch, of the small king. The tele-
novel a questions the foundations of thistype of patriarchy by means
of the permissiveness of youthful “rebelliousness’, a burlesque ref-
erence to “other times’ in which the strict, hierarchical control of
a stubborn, intransigent and ridiculously intolerant man, who ap-
peals to values and categories that do not apply to the reality of the
melodrama anymore (class and ethnicity, for example). Thereis no
criticism coming from the theory of gender, but rather mockery of a
control that isless and less possible each day.

Finally, thereisthe villain, who operates on the dark side of the
plot. He plays arole complementary to that of the evil woman, since
his role as negative operator of destiny consists in hampering the
attainment of happiness. Enrique Velazquez, “the devil’ s advocate”
in Las Bravo, or Patricio lturbide (it should be pointed out that, in
Mexico, that surname is strongly linked to a historic betrayal), in
Hasta el Fin del Mundo te Amaré, fulfill the function of victimizing
good men and women, taking them to the limits of the undesirable,
of sin, of dissolute life, etc.

As we can see, in 2014, the telenovela returned, in terms of
gender representation, to an anchorage on the characteristics of tra-
ditional literary melodrama. The representations of the male and the
female are strongly linked with the extreme polarization of tradi-
tional values, essentia to a certain extent, in whose production the
narrative limits of the male and the femalelie.
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1. Peru’s audiovisual context in 2014

The beginning of 2014 confirmed the trend of what had hap-
pened at the end of the preceding year: a crisis concerning América
Television productions, the leader network in fiction reception and
broadcasting in Peru. Because of the decrease in their fiction re-
ception at prime time with Ciro, el Angel del Colca, the network
decided to move this fiction from 9 p.m. to midnight, which meant
moving another national fiction (Cholo Powers) from 8 p.m. to 9
p.m. and widen the schedule of itsreality game show Esto es Guerra
until 9 p.m.. By the end of January, a new national fiction—Hotel
Otelo—did not reach the expected audience, so it was taken off the
air after its sixth chapter and was replaced by a Mexican telenovela.
Thus, during summer, the prime time did not show any national fic-
tion, and part of the programming was occupied by the reality game
show of the television network.

! This chapter was written with the support of Ibope Media Peru, which provided us the
reception information used on this study. The research was possible thanks to the support
of General Directorate and Vice-Rectorate of Research of Pontificia Universidad Catdlica
del Pert.
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On the other hand, the new Frecuencia L atina ownerstook con-
trol of the television network at the end of 2013 and changes began
to be noticed in 2014. The most visible change was the one concern-
ing its name, since at present it is named Latina, leaving behind
the word “frecuencia’ which “gives relevance to a signal no longer
valid; and Latinaisaproduction company of multiplatform audiovi-
sual content”, as Gabriel Derteano, Digital Media Chief in Latina®,
stated. Derteano declared that the new network philosophy “cannot
longer understand the television business without using other de-
vices. Latina is not a television production company of television
content” . The network has reinforced the area of multiplatform con-
tents that have been developed mostly in its realities and show pro-
grams although Latina broadcasted some nationa series and hopes
to strongly incorporate transmediain the next production.

Towards the mid-year, it was also announced that Imizu, the
independent and most consolidated television production company
in Peru together with Del Barrio, had sold 51% of its shares to the
Spanish audiovisual group Secuoya. Susana Bamonde, Imizu’s co-
founder, declares that this fact would increase the reception of their
formats and production at an international level.

During 2014, in a similar way to América and Latina, ATV
network reinforced its show programs and reality game shows, and,
in genera, all networks programmed less fiction than years before.

1.1 Open TV in Peru

National television networks are the same as mentioned in pre-
vious reports, being the only change the name of Latina. They are
still broadcasting in simulcast (analog broadcasting and high defini-
tion digital signal broadcasting), and there is a series of small televi-
sion stations that reach local and regional areas trying to adapt to
new requirements in order to move to digital broadcasting.

3 Personal interview.
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Chart 1. Open TV national networks in Peru

Private networks (5) Public networks (1)
Latina(2) TV Pert (7)
América Television (4)
Panamericana Television (5)
ATV (9)
Globa TV (13)
TOTAL NETWORKS = 6 TOTAL CHANNELS = 6
Source: Obitel Peru

Graph 1. TV audience and share (homes)

TV network Hc_>me %
audience
vision

B Latina Lating 29 o
ATV 53 | 2236
B ATV Global TV 17 717

N Globa TV Panamericana
B Panamericana Television 13 >49
Television TV Perdt 0 0.00
TOTAL 237 100

Source: |bope Media Peru

Graph 2. Share (homes) by station

Total TV sets on | Share %
— Special (TLE) | homes
B AméricaTele- Amé.”?,a 23.2 | 36.94
o Television
vision Latina 175 | 27.87
B Laiina ATV 14 | 22.29
u ATV Global TV 46 | 732
W Globd TV Panamericana | 55 | 557
B Panamericana Television
Television TV Perd 0 0.00
TOTAL 62.8 | 100

Source:Source: |bope Media Peru

4TV Per(’'sreception is not measured by enterprises as required by the network itself.
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The trend showed in 2013 continued in 2014, with América
Television broadening the audience’ s preference and Latinamoving
down ATV to the third position.®

Graph 3. Offer by genre in TV programming

Exhibition hours Genre  |Exhibition| .
] hours

¥ Information Information | 13032:00 | 33.15
B Fiction Fiction 14638:30 | 37.23
Entertainment Entertainment | 8370:00 | 21.29
B Religious Religious 277:30 0.71
B Sports Sports 1539:00 | 391
¥ Education Education 446:37 1.14
O Politics Politics 0:00 0.00
Other 1009:08 | 2.57

Other
Total 39312:45 | 100.00

Source: Obitel Peru

TV genre datalet us show asetback concerning fiction presence
on Peruvian TV screens, with 42% in 2013 and down to 37.23% in
2014. All television networks displayed less fiction than the pre-
ceding year, except Global TV, whose 91% of the programs were
fiction, mostly from non Ibero-American countries. This genera
fiction setback is related to the increase of news and entertainment
programs (such as the already mentioned reality game shows).

We must point out that in several news programs some sections
have been added (with longer duration) where the events of reality
game shows, celebrities and other show programs® are reported and
much of the information on these programs is presented as “ break-
ing news” within the news program. Thus, the entertainment num-
ber does not show the true presence it has had in 2014.

5 We must remember that national Network TV Pert required not to be considered in
reception measurements some years ago.
8 Thistrend had already been observed on the 2013 yearbook.
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1.2. Audience trends in 2014

According to data provided by Ibope Media Peru, Peruvian
audience divide their preferences among fictions, news and con-
test programs. Fiction is watched mainly by less favored segments
(reaching up to 60% of the audience, in many cases), while more
favored segments (including segment C, according to Ibope's cat-
egorization) have more preference by contest and news programs.
Asseenin previous years, fiction audience (and television audience
in general) is mostly female, while the male audience watch more
contest and news programs.

1.3. Advertising investments of the year: in TV and fiction

According to information provided by Ibope Media Peru, tele-
vision investment increased in the last year almost 10% in compari-
son to the previous year. Radio businesses also increased dlightly
its participation in advertising, but the rest of the media showed a
great fall, being cable networks the ones that show a greater nega-
tive difference concerning advertising investment in relation to the
previous year (a12% fall).

1.4. Merchandising and social merchandising

Peruvian television fiction, especially broadcasted by Améri-
ca Television, continued to insert advertising within its chapters as
observed in previous year. Besides the presence of products as part
of the set, the consumption of some products or services by |lead-
ing actors or showing any sponsor’s products at the beginning or
ending of the series of commercials has continued, as well as the
insertion of scenesin which leading actors perform akind of com-
mercial spot, talking about the benefits and qualities of a sponsor’s
brand.

Although some Peruvian fictions generated products for the
national market, such as notebooks or lunch bags, their volume was
much less than in preceding years when magazines, albums, circus,
etc. were offered. This kind of products has been present in contest
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programs and reality game shows, which have increased their popu-
larity in recent years.

A decreasing trend concerning social merchandising also con-
tinues. Thistopic aswell asthe social ones are practically absent in
Peruvian fiction, with exception of Conversando con la Luna, afic-
tion broadcasted by TV Per( that has a clear social objective.

1.5. Communication policies

Inrelation to legal aspects, an outstanding fact was the resched-
uling, in September 2014, of the deadline for enterprisesto apply for
licenses to broadcast digital television. Some analysts consider it to
be a postponement of the first” “analog blackout” until 2024. The
official reason is that a market penetration of digital television sets
has not been sufficient yet and, therefore, even the blackout could
leave television stations without viewers. The main objective is to
secure digital television sets accessible to audiences in the C and
D levels. There was expectation concerning digital television sets
sales motivated by the 2014 FIFA World Cup Brazil, but it did not
result as expected, maybe because television networks having the
broadcasting rights (ATV and Globa TV) used their open signal in
both versions, analog and digital.

According to the Ministry of Transport and Communicationsin
Peru, only 20% of existing television sets have a digital tuner. De-
spite the plans and promises from different governments, TV con-
verter boxes have not been imported nor produced in the country as
to let an analog television set receive adigital signal.

The date of postponement to ask for transmission licenses void-
ed the 2014 first term deadline and | et new license requests open un-
til the end of 2019. This measure produced severa claims from the
side of enterprises that have accomplished to present their request

7 The Master Plan to implement Digital Terrestrial Television in Peru determined four
moments for the analog blackout in the country, according to different territories. The
first date (2020) considered Lima and 15 cities in the country.



Peru: fiction losing ground | 303

forms before due date and have made enormous investments to buy
digital equipment.

The Ministry has already assigned digital licenses to 12 enter-
prises in Lima and Callao; the September delay means that enter-
prisesin Limaand other cities could have access to digital frequen-
cies until the end of 2019.

By the end of 2014, there are 26 digital television stations using
adigital® signal, in 15 frequencies’. Besides the six main television
networks aready seen in previous yearbooks (nationwide broad-
casting, used in this research), some television stations that used to
broadcast through UHF signal'® have started to broadcast with the
digital signal: Cana 33, Pax TV (two channels in frequency 17),
Bethel TV (two channels in frequency 25), and Enlace (two chan-
nels in frequency 34). Additionaly, there are Capital TV (broad-
casts radio programs from Capital radio station), JusticiaTV (which
belongs to the Peruvian Judicial Power), Arpeggio and ATV Sur,
both related to the broadcaster Angel Gonzélez.

It isinteresting to point out that religious television stations are
also using a digital signal in aregular basis. According to the Min-
istry of Transport and Communication website, we can observe that
almost 30% of the licenses assigned in UHF arereligious television
stations (mainly evangelical ones).

1.6. Public TV

For athird consecutive year, the public television network TV
Per produced the fiction Conversando con la Luna, a series of sto-
ries including socia topics told in five chapters programmed from

8 However, aswe have already pointed out in prior yearbooks, several television networks
continue broadcasting a signal which is not high definition in those frequencies.

9 In the digital system, the same frequency can be subdivided in four channels with dif-
ferent programming. In the case of TV Per(, for example, it broadcasts in Limain four
channels: 7.1,7.2, 7.3and 7.4

0 Since digital television signal uses radio electric space of UHF, the Peruvian law auto-
matically grants atelevision channel to all stations broadcasting in UHF. The requirement
to obtain adigital frequency wasto start digital transmissions until the middle of the year
2014. This date was also extended.
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Monday to Friday. The third season’ s twelve stories were displayed
twice a day and they were also alternated with prior season stories,
both in the analog signals as well as in two digital signals. The top-
icsin the third season included medical negligence, adolescent par-
enthood, terrorism, woman'’s dignity, drug traffic, etc.

As we have aready pointed out, TV Per(’'s reception is not
measured by the rating agencies — according to a decision made by
the television network —, but the series producers expressed that
their own surveys showed that the premiere time (5 p.m.) appeared
to have less audience than the replay (11 p.m.), acloser schedule to
the Peruvian prime time.

As already mentioned, TV Pert owns four regular television
channelswith digital signals, and it is starting to widen the coverage
with this type of signal in order to reach al the territory. Three out
of four television channels share the programming although in dif-
ferent schedules. The last one is dedicated to the news and it shares
the programming with the other channel s during the news programs.
However, a feature till kept in the different TV Perl television
channels (analog and digital) is that it continues being used as an
open window of the government activities, and the programming
can be interrupted at any time in order to broadcast the president or
any important government representative’ s activities.

1.7.Pay TV

The three main cable enterprises (Movistar, Claro and Direc-
TV) continued controlling the market and their fight to obtain more
clients, both in the standard service as well asin the high definition
one. Before the 2014 FIFA World Cup Brazil transmission, constant
advertising campaigns were seen to intend to catch more clients.
According to data provided by Ibope, cable penetration into the Pe-
ruvian market exceeded 73%, almost six points more than in 2013.

In relation to cable stations audience, the trend already seen
in previous years is maintained. TL Novelas television network
continues to be the one with more audience, followed by the chil-
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dren television networks Discovery Kids, Disney XD and Cartoon
Network. It is interesting to observe that the audience home share
of TL Novelas (4%) and Discovery Kids (3.6%) is higher than the
share obtained by Panamericana Television (3.5%), which contin-
ues broadcasting replayed programming from former decades.

1.8. Information and Communication Technology (ICT) trends

The start of operations from Viethamese Enterprise Viettel
Telecom (Bitel) and the changing of Nextel business name to Entel
caused atrade war among the mobile tel ephone companies, contrib-
uting with the increase of smartphones in the Peruvian market. At
the beginning of 2013, Ipsos-Apoyo enterprise estimated that only
16% of Peruvians had a smartphone. By the end of 2014, it is esti-
mated that around 30% of existing cell phones are smartphones.™
We should also point out the possibility of providing mobile tele-
phone service through 4G band since January 2014, which made it
possible to watch videos on cell phones.

According to I bope, the penetration of computersin the Peruvi-
an homes reached 50.7%, while the internet presence reached 44.7%
(5% higher in comparison to 2013). We have to remember that the
Peruvian territory isvery complex and that there are difficult access
areas where there are no roads, tel ephone service or open television.

Nevertheless, in Peru webseries have been produced in the last
years. Four new productions should be noted in 2014 (A] Zombies,
Perfectos Imperfectos, Sola por Hoy, Tal Como Eres), as well as
the continuation of another one that started in 2013 (Los Cinéfilos,
which reached its 45th episode at the end of 2014). Most of these
webseries are comedies and count on 40 thousand subscribers in
average.

From all webseries mentioned, the only one that is not a com-
edy is Tal Como Eres, which tells the life and romantic matters of
four female friends. The main couple is played by Jazmin Pinedo

1 Data provided by iab.Perd
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and Gino Assereto, participants in the reality game show Esto es
Guerra. Maricris Rubio (amodel who appeared in the reality game
show Titanes) and Antonio Pavon (who participated in five Peru-
vian reality game shows in the last years) also play charactersin the
webseries.

However, the involvement in fiction of these program contes-
tants (especially in webseries) is not new. Between 2012 and 2013,
ten episodes of El 202 were released, which is a webseries starred
(and produced) by Julian Zucchi and Yidda Eslava, former contes-
tants of the reality game show Combate. Introducing people who
have become popular characters as leading actors and actresses
in fiction is a common resource if the objective is to obtain an in-
creased number of spectators, whether they have acting skills or not.

In brief, we can say that the spectrum to have access to fiction
is widening because of different platform development and access
improvement through avariety of means: Digital Terrestrial Televi-
sion, mobile wideband, cable, satellite signals, etc. However, this
does not necessarily mean an increase nor an improvement of na-
tional fiction production.

2. Analysis of the year: national and Ibero-American premiere fic-
tion

Despite the crisis we have referred to at the beginning of this
report, the number of productions continued within the average of
preceding years. The total number of broadcasted fictions shows a
decrease of 20% in comparison to the previous year, which is re-
lated to the setback in the number of hours of broadcasted fiction
thisyear.
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Table 1. Fiction broadcast in 2014

(national and foreign; premieres, reruns and co-productions)

PREMIERE NATIONAL TITLES - 15

América Television — 9 national titles
1. Al Fondo hay Sitio 6th season (S0ap
opera)

2. Camino al Triunfo (series)

3. Cholo Powers (miniseries)

4. Ciro, el Angel del Colca (miniseries)
5. Hotel Otelo (miniseries)

6. Locura de Amor (series)

7. Mi Amor el Wachimdn 3 (series)

8. Solamente Milagros 3rd season (Series)
9. Solamente Milagros 4th season (Series)

Latina — 4 national titles

10. Comando Alfa (miniseries)
11. Goleadores (miniseries)
12. La Paisana Jacinta (series)
13. Confesiones (series)

Panamericana Television — 1 national
title
14. Promocion (miniseries)

TV Pert - 1 national title
15. Conversando con la Luna 3
(miniseries)

CO-PRODUCTIONS -0
PREMIERE FOREIGN TITLES -40

América Television — 14 foreign titles

1. Corazon Indomable (telenovela —
Mexico)

2. De que te Quiero, te Quiero (telenovela
—Mexico)

3. El Color dela Pasion (telenovela —
Mexico)

4. Hasta el Fin del Mundo te Amaré
(telenovela — Mexico)

5. La Gata (telenovela — Mexico)

6. La Malquerida (telenovela — Mexico)
7. Libre para Amarte (telenovela —
Mexico)

8. Lo que la Vida me Roho (telenovela —
Mexico)

9. Por Ella soy Eva (telenovela — Mexico)
10. Porque el Amor Manda (telenovela —

PREMIERE CO-PRODUCTIONS - 6

ATV -4 co-productions

41. El Sefior delos Cielos (telenovela —
USA, Mexico, Colombia)

42. La Patrona (telenovela — USA,
Mexico)

43. Dofia Bérbara (telenovela— USA,
Colombia)

44. La Impostora (telenovela — USA,
Mexico)

Global TV -1 co-production

41*. El Sefior delos Cielos (telenovela —
USA, Mexico, Colombia)

45, El Sefior delos Cielos 2 (telenovela —
USA, Mexico, Colombia)

Panamericana - 1 co-production
46. Tierra Indomable (telenovela — Italy,
Argentina)

RERUN TITLES - 27

América Television — 2 national titles 8
foreign titles

1. Mi Amor el Wachiman (miniseries)

2. Mi Amor el Wachiman 2 (miniseries)

3. Chespirito (series— Mexico)

4. Como Dice el Dicho (series— Mexico)
5. El Chapulin Colorado (series— Mexico)
6. El Chavo del Ocho (series —Mexico)
7. El Privilegio de Amar (telenovela —
Mexico)

8. La Madrastra (telenovela — Mexico)

9. La Rosa de Guadalupe (series —
Mexico)

10. La Usurpadora (telenovela — Mexico)

ATV - 6 foreign titles

11. Mujeres Asesinas (series— Argentina)
12. Sangre Fria (miniseries — Argentina)
13. Sefiora del Destino (telenovela —
Brazil)

14. LaVida es Asi (miniseries— USA)

15. Cada Quien su Santo (series—
Mexico)

16. Lo que Callamos las Mujeres (series
—Mexico)
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Mexico)

11. Por Sempre mi Amor (telenovela —
Mexico)

12. Que Pobres Tan Ricos (telenovela —
Mexico)

13. Quiero Amarte (telenovela — Mexico)
14. Yo no Creo en los Hombres
(telenovela — Mexico)

ATYV - 12 foreign titles

15. Avenida Brazl (telenovela — Brazil)
16. Flor do Caribe (telenovela — Brazil)
17. Gabriela (telenovela — Brazil)

18. La Guerrera (telenovela — Brazil)
19. La Vida Sgue (telenovela — Brazil)
20. Rastros de Mentiras (telenovela —
Brazil)

21. Alla te Espero (telenovela —
Colombia)

22. Sn Retorno (series — Colombia)

23. Amarte Asi (telenovela — USA)

24. En Otra Pidl (telenovela— USA)
25. Desastre: Reconstruyendo una Vida
(series— Mexico)

26. Emperatriz (telenovela — Mexico)

Latina — 7 foreign titles

27. El Rey David (miniseries, Brazil)

28. José de Egipto (miniseries, Brazil)
29. La Reina Ester (miniseries, Brazil)
30. Milagros de JesUs (miniseries, Brazil)
31. Sanson y Dalila (miniseries, Brazil)
32. Historias de la Virgen Morena (series,
USA)

33. La Prepago (telenovela, Colombia)

Global TV - 4 foreign titles

34. Amor Sincero (telenovela — Colombia)
35. El Capo 2 (series— Colombia)

36. Hay alguien ahi (series— Spain)

37. Lo que la Gente Cuenta (series —
Mexico)

Panamericana - 3 foreign titles

38. Una Rosa con Amor (telenovela —
Brazil)

39. Voces Andnimas (docudrama —
Uruguay)

40. Tu oz Estéreo (series— Colombia)

Panamericana Television — 3 national
titles, 1 foreign title

17. El Cholo Juanito y Richard Douglas
(series)

18. Los Pérez Gil (series)

19. Detras del crimen (docudrama)

20. Sn tetas no hay paraiso (series—
Colombia)

TV Perd - 2 national titles
21. Conversando con la Luna 1
(miniseries)

22. Conversando con la Luna 2
(miniseries)

Global TV -5 foreign titles

23. La Nifiera (series— Argentina)

24. El Capo (series— Colombia)

25. La Mujer en el Espejo (telenovela —
Colombia)

26. La Ronca de Oro (telenovela,
Colombia)

27. Una Maid en Manhattan (telenovela,
USA)

CO-PRODUCTION RERUNS -5

ATV -3 co-productions

28. Decisiones Adultos (series—
Colombia, Mexico, USA, Puerto Rico)
29. Decisiones Extremas (series —
Colombia, USA)

30. Decisiones de Mujeres (series—
Colombia, USA)

Panamericana Television — 1 co-
production

31. Maria Rosa Bliscame una Esposa
(telenovela — Peru, Venezuela)

Global TV -1 co-productions

32. Pasion de Gavilanes (telenovela —
Colombia, USA)

TOTAL BROADCASTED TITLES: 93

* See footnote 12.
Source: Obitel Peru
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In the case of national premieres, we must emphasize that Pana-
mericana produced only one national series while ATV, &fter the
poor audience results with Avenida Peru in 2013, did not have any
national fiction production. América strend to emit Mexican fiction
can be observed and aso that Brazilian productions have managed
to be broadcasted not only by ATV but aso by Latina

We can aso notice a disorganized TV programming in some
television stations. An example in the case of El Sefior delos Cielos,
which began in ATV and, after 40 chapters, it continued in Global
TV (which belongs to the same television company). Taking off
the air afiction without apparent reason, changing its programming
or interrupting it without further explanation has become acommon
rule in every Peruvian network.

Table 2. Premiere fiction in 2014: countries of origin

Country Titles| % Chs.lpters/ % | Hours | %
Episodes

NATIONAL (total) 15 | 24.6 534 15.6 | 412:52 | 16.3
OBITEL COUNTRIES (total) 46 | 754 2900 84.4 |2119:07 | 83.7
NON OBITEL COUNTRIES 0 00 0 00 0:00 0.0
(total)
Argentina 1 1.6 25 0.7 | 1845 | 0.7
Brazil 12 | 19.7 644 18.8 | 490:07 | 19.4
Chile 0 0.0 0 0.0 0:00 0.0
Colombia 9 14.8 384 11.2 | 317:37 | 125
Ecuador 0 0.0 0 0.0 0:00 0.0
Spain 1 16 27 0.8 | 20:15 | 0.8
USA (Hispanic production) 8 13.1 553 16.1 | 452:15 | 17.9
Mexico 20 | 328 1839 53.6 |1285:52 | 50.8
Peru 15 | 246 | 534.0 15.6 | 412:52 | 16.3
Portugal 0 0.0 0 0.0 0:00 0.0
Uruguay 1 1.6 18 05 | 1330 | 05
Venezuela 0 0.0 0 0.0 0:00 0.0
TOTAL 61* |100.0| 3434 |100.0|2531:59|100.0

* The number of titles by country is larger than the 61 stated in the total, since the co-
productions have been counted only once for each country. See co-production detailsin
Table 3.

Source: Obitel Peru

2 Although it is mentioned twice, it counts as only one broadcasted fiction. That is the
reason of repeated number in Table 1.
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Table 3. Premiere co-productions

Co-production

Titles . Production houses Format
countries
El Sefior de | USA, Mexico, | Telemundo and Caracol Telenovela
los Cielos Colombia Television
LaPatrona | USA, Mexico Td emundo_ and_ ,’Argos Telenovela
Comunicacion
Obitel Dofia R.T.l. Television,
countries Barbara USA, Colombia| Telemundo and Sony | Telenovela
Pictures Television
El Sefior de | USA, Mexico, | Telemundo and Caracol Telenovela
los Cielos 2 Colombia Television
Lalmpostora| USA, Mexico Telemundo Telenovela
TOTAL CO-PRODUCTION TITLES WITHIN OBITEL COUNTRIES: 5
Non Obitel ) ) ) )
countries
TOTAL CO-PRODUCTION TITLES WITH NON OBITEL COUNTRIES: 0
Obitel + R
. Tierra . Rai Fiction and Albatross
ncc:)rl\J ;)::;:I Indomable Italy, Argentina Entertainment Telenovela

TOTAL CO-PRODUCTIONS WITH OBITEL + NON OBITEL COUNTRIES: 1
TOTAL CO-PRODUCTIONS: 6
Source: Obitel Peru

The number of premiere titles on Peruvian screens continues
rising since the last three years, reaching 61 in 2014 (40 and 54 titles
in the previous years). There is an evident increase of Mexican and
Brazilian productions. The number of Brazilian titles, between two
and five in previous years, has become as high as the national titles
and their presence on the screen (measured in hours) is higher than
the national production. On the other hand, the number of Mexi-
can premiere surpasses the national one and the hours of premiere
Mexican production have meant more than half of the total Obitel
premiere fiction, something that had not occurred in severa years.

Prime time is still the main slot for Peruvian premiere fiction.
Despite the changes mentioned in previous pages, more than 76% of
premiere was programmed in television prime time, which is more
than the year before. For the rest of Obitel fiction, prime time and
the afternoon are important slots. We must note that the night per-
centages answer to fiction broadcasted at 11 p.m.
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Table 6. Formats of national fiction by time slot

Format Mi‘r’]rg”' % Anf;g] % Ptgr';“ee % |[Night| % |Total| %
Telenovela 0 00| O 00.0 0 0.0 0 0.0 0 0.0
Series 0 0.0 1 50.0 6 50.0 0 0.0 7 | 46.7
Miniseries 0 0.0 1 50.0 5 41.7 1 [100.0| 7 46.7
Telefilm 0 0.0 O 0.0 0 0.0 0 0.0 0 0.0
Unitario 0 00| O 0.0 0 0.0 0 0.0 0 0.0
Docudrama 0 0.0l O 0.0 0 0.0 0 0.0 0 0.0
oogi‘::se(tsc"?p 0 |[0oo] o 00| 1 |[83] 0 |00]| 1 |67
Total 0 0.0/ 2 [100.0/ 12 |100.0/ 1 |100.0f 15 |100.0
Source: Obitel Peru

Table 7. Time period of national fiction

Time period Titles %
Present 14 93.3

Period 1 6.7
Historical 0 0.0
Other 0 0.0
Total 15 100.0

Source: Obitel Peru

In previous reports we have aready underlined the importance
of the miniseries as a format for Peruvian fiction, which has made
the soap opera presence go backwards. The outstanding fact this
year is that not even one Peruvian soap opera has been broadcasted
in 2014, which had not occurred since the television networks cri-
sis erg, at the beginning of the century. However, we must explain
that the show Al Fondo Hay Sitio had been considered a telenovela
in previousreports. Last year we presented the considerations show-
ing its transformation into a soap opera and that is how it has been
considered in the present report. Thiswasthe only long-term project

in 2014.

13 Three telenovelas were produced in 2012 and two in 2013.




Peru: fiction losing ground | 313

Table 8. The ten most watched titles: origin, rating, share

Country Scriptwriter
Titles of.or|g|nal Production | ook | or author of |2 | share
idea or house I ing
] original idea
script
Al Fondo América América | Efrain Aguilar,
1 | Hay sitio P | Teevision |Television| Gigio Aranda | 21| 422
Corazén . . América .
2 Indomable Mexico Televisa Tdlevision InésRodena [24.8| 35
) . América Maria
3 |La Gata Mexico Televisa Television | Antonieta Cald 246| 36
Mi Amor €l Del Barrio América . .
4 Wachimdn 3 Peru Producciones | Television Victor Flcon |23.1) 326
5 |Locurade peu | DélBario | Améica | ooy 902|335
Amor Producciones | Television
Cholo Del Barrio América . .
6 Powers Peru Producciones | Television Victor Fcon (15.3) 23.1
Solamente América América AnalLucia
" | Milagros3 | PV | Televison |Television| Roeder | 1*9| 253
8 |Hotel Otelo | Peru Amenica | AMENCa | ge i Aguilar |13.1] 19.2
Television | Television
g |Avenida Brazil Globo ATy | JoEmanuel |, 41 405
Brasil Carneiro
Mexico Telemundo José Ignacio
10| La Patrona ’ and Argos ATV Cabrujas, Julio [ 11.9| 17.5
USA SO p .
Comunicacion César Marmol
Total productions: 10 Foreign scripts: 4
100% 40%

Source: |bope Media Peru — Obitel Peru

Table 9. The ten most watched titles: format, length, time slot'*

Number of | Dates of first and Time

Title Format Genre | chap./ep. (in | last broadcast (in ot

2014) 2014) (*)

Al Fondo 03/03/14 — Prime

1 Hay Stio opera | Comedy 210 12/15/14 time
Corazon 02/04/14 — Prime

2 Indomable Telenovela | - Drama 163 09/19/14 time
3 |LaGata Telenovela | Drama 42 11/0?’/14 — Cont. P.” me

in 2015 time

Mi Amor el .
L . 09/22/14 — Prime
4
4 \Sl\achlrmn Series® Comedy 30 10/31/14 time

14 Originally aminiseries—and considered like that in two previous yearbooks —, the fact
it reached three seasons, the production in series and the number of chapters have made it
possible to consider it asa seriesthistime.
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5 )I&?T%Jrra de Saries Comedy 12 12/1?:11;01 5Cont. l:irir::ae
6 g:\zle?s Miniseries | Comedy 15 lozljlgfl}f 4_ iirit::ee
7 gy | e | Drama | s oviona | time.
8 |Hotel Otelo | Miniseries | Comedy 6 03%;};‘4‘ Tr?ee
9 g\rlzns:ld a Telenovela | Drama 104 léé(/)g(l)}f 4_ l?:’ir:]ee
10 |La Patrona | Telenovela | Drama 135 Oozg?gi/lf 4_ lzir::;e

Source: |bope Media Peru — Obitel Peru

América Television is still the television network in whose
grid most ranked fictions are played. Asin previous years, it shares
the top ten with ATV, and fictions were broadcasted at prime time.
The most noticeable change is that, in 2014, four of the top ten fic-
tions are not Peruvian. Similarly, we must underline a special fea-
ture of these top ten and read it with some caution: four of the Peru-
vian fictions (including Hotel Otelo, which was taken off the air by
the television network itself because of poor audience) broadcasted
few chaptersin 2014, maybe because they were the final chapters,
since they had started in 2013 (Solamente Milagros, Cholo Pow-
ers), or the first chapters, since they have continued towards 2015
(Locura de Amor). Thisfact can distort the true reception of a prod-
uct because some chapters could have high reception and influ-
ence on results appearing to be more successful than they really
are. This was the case of Ciro, el Angel del Colca, which reached
the top ten in 2013 because it only broadcasted its first ten chapters
that year, and the first four chapters were very well accepted. The
fall afterwards was so hard that it does not appear in the list of the
350 most watched programs in 2014. This is not exactly the case
of Solamente Milagros or Cholo Powers, which a year before also
appeared in the top ten, but it is the case of Hotel Otelo, which lost
30% of audience between the first and sixth day of its broadcast.
It is reasonable to think that, if the television network had played
all the programmed chapters, it would not have appeared in these
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charts and there would be only five Peruvian fictions among the
most watched ones in 2014.

Table 10. Themes in the ten most watched titles

Title PREVAILING THEMES SOCIAL THEMES
1 Al _Fondo Hay | Social cllmblng, infidelity, family Racism, migration
Stio relations, romance
Corazon Romance, socia differences, Discrimination, social
2 -
Indomable revenge mobility
3 |LaGata Romance, revenge Discrimination, poverty
Mi Amor el Romance, socia differences, ) )
4 Wachimdn 3 loyalty, violence Overcoming, family values
Locura de . ’
5 Ao Romance, work conflict Family values

Entrepreneurship,
overcoming, team work
Solamente Family values, corruption,

7 Milagros 3 Home, family, religion drugs

6 | Cholo Powers | Social differences, love, solidarity

Work relations, Romance,

8 |Hotel Otelo business Family values, corruption
Avenida Marriage of interest, infidelity Identity of ascending middle
9 . )
Brasil revenge, soccer world class, child abandonment
10 | La Patrona Revenge, effort, love Discrimination

Source: |bope Media Peru — Obitel Peru

Table 11. Audience profile of the ten most watched titles:
gender, age, socioeconomic status

Gender % Age% S°°'°e°°”0°m'c
Titles Network Wom- 11- 1181 26- [ 38 Status %
| o IMen|a10| 20| 5 | g 50+ AB| C | DE
1 [V Fondo | Améica | o 41 ag 6116 4(14.0(12.7| 20.8|14.320.9|15.2| 32,1 52.7
Hay Stio | Television
Corazon América
2 | e | dlevision 619 |38.1]16.1[15.1]11.7] 235|14.519.0{10.7|29.8 59.5
3|lacata | AT | 615 |385)16.6|15.612.1|21.9]13.520.2|10.1| 28.6| 61.4
Television
Mi Amor €l .
. América
4 [Wachiman 1€ | 505 |30.5)|18.1|17.1|13.4| 22.1|14.0{15.2| 13.7| 28.6| 57.7
3 Television
5 [Locurade | Aménica | oo o | as 4118 5117,5(13.4| 20.2|12.1|18.4 10.8] 313 57.8
Amor Tele\nson
g |Cholo AMENCA | o1 6 | 35.4|16.4|17.4]15.9| 21.5|12.8|16.1|12.8|32.3| 55.0
Powers Tele\ngon
7 [Solamente | Am&nica | g0 o | 0 5116 6117.5(13.4| 19.613.7|19.3 11.7] 30.1| 58.2
Milagros 3 | Television
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Hotel América

8 1€ | 60,9 |30.1]16.9|14.9|16.4| 25.2|10.1]16.6| 11.1]|28.9|60.0
Otelq Television

9 g‘r’gjl‘ja ATV | 655 |345| 93|98 11.2|19.1|17.6/32.920.0(40.7|39.2

10|LaPatrona| ATV | 646 |35.4[109(11.7[12.2|21.7|16.8|26.7| 9.9 |35.5(54.6

Source: |bope Media Peru

The audience data confirm the results of what previous studies
had underlined, and also what we have commented before: fiction
is mostly seen by women and mainly by adult audiences. The trend
observed in prior yearswith Al Fondo Hay Stioisrepeated: it shows
the highest percentage of TV viewersin AB sectors, athough they
appear to be parodied in this fiction. Similarly, it is shown again
how Brazilian productions do not have much acceptance in the sec-
tors DE, since they have plots too complicated and too much dialog.
On the contrary, this fiction has more reception in the sectors AB
among the top ten.

In short, we can state that, despite the existence of some prob-
lemsin the Peruvian fiction production, it kept the pace in 2014 and
had América Television as the main Peruvian fiction programmer
for another year. However, this pace also indicates the inability of
growing, which is, in the long run, a setback of national produc-
tions. The absence of Peruvian telenovelas and the larger presence
of Mexican and Brazilian production show the standstill of national
production.

3. Transmedia reception

Peruvian transmedia reception panorama in 2014 largely re-
tains the discretion reviewed in the previous Obitel Y earbook, but
with some actionsthat draw the attention of apossibleterrain prepa-
ration, what could become the beginning of transmedia strategies
exploration from the television production. In Table 8, Al Fondo
Hay Sitio is the product that tops the list, as has been in the last six
years. This América Televisién soap opera has remained unbeaten
in its position, so it has been chosen as the fiction to be analyzed.
Based on this, the changes in the official internet sites will be men-
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tioned and, especially, the creation proposed by online fans will be
remarked.

We should note that Al Fondo Hay Sitio has kept active and up-
dated its main official spaces: awebsite (although it isincorporated
into and dependent of América Television's website), a Facebook
page, a Twitter account and a Y ouTube channel. In all these spaces,
the users participation is essentially reactive, meaning that it ap-
pears depending on what the producer publishes (videos, news, pic-
tures, polls) according to the possibilities of these four spaces. The
users' action does not go beyond thislimit, or at least does not find a
way to doit. They find here attractive material, but no placetotakea
prosumer role. Therefore, the control performed by the broadcaster
on its internet territory is clear. However, two actions drew our at-
tention during 2014: the opening and promotion of a Pinterest ac-
count and the new redesign of América Television'swebsite. In the
case of the pictures exchange network, it was actually the TV station
that created accounts for its main programs, including Al Fondo Hay
Stio. This new space is constantly promoted through links from
the channel website, as well as in their profiles on Facebook. Even
though Pinterest is joined to all the spaces that provide exclusive
material of América Television productions, it only shows what the
broadcaster uploads. Once more, fans do not appear as picture pro-
ducers contributing to the picture collection offered.

América’s website redesign is another aspect to highlight be-
cause, as mentioned in last year's report, in September 2013 the
website was relaunched to make it more user-friendly. However,
amost a year later, in October 2014, the website gained another
design with equal visual importance, but with a sharper space distri-
bution. Apparently, this commitment to a different presentation of
their website not so long after its last modification gives the Améri-
caTV GO application — launched in 2013 —the required possibilities
for the promised interaction with its users.

Besideswhat is offered by the broadcasters, Al Fondo Hay Stio
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has also achieved to be the subject of unofficial internet accounts,
profiles, users and channels. From all these sites, the Facebook page
named “ Al Fondo Hay Sitio — Capitulos” has been chosen. Thisisa
profile created by fans of this soap opera and it reflects two notable
practices: providing links from which the recent episodes can be
watched and publication of memes. These two features seem to have
contributed to hold the 229,795 followers®, the second place of fans
holders, after the official Al Fondo Hay Stio Facebook page (with
2.5 million fans).

The week chosen for the analysis was between May 26 and
June 1 since it was the most active week on the profile. All the ten
posts published in this space included a meme, with a higher inci-
dence of these images during the week to take advantage of what
happened in each episode recently broadcasted.

Mon. | Tues. |Wed.| Thu. | Fri. | Sat. | Sun. Total
26 27 28 | 29 | 30 | 31 1
Posts 1 2 2 2 2 1 0 10
Likes 260 490 | 541 | 1055 | 783 | 569 0 3698
Comments 21 78 38 | 270 | 8 | 79 0 571
Share 3 45 48 | 67 | 108 | 80 0 351

Source: Obitel Peru

These numbers show that the preferred posts were published
on Thursday 29. On that day, there was a particular element in the
story: the new videoclip launched by one of the characters, Joel
Gonzdles. In previous seasons, this character had also uploaded
other reggaeton videoclips as mockery. This resource seems to be
attractive to the fans of this fiction, which explains the “like” peak
achieved, as in the case of comments. But other numbers do not
grow as much, especialy in how many times the information was
shared. In this case, the posts of Friday 30 achieved a further quan-
titative advantage. However, it should be mentioned that these two

15 Followers seen from <https://www.facebook.com/Al.Fondo.Hay.Sitio.Capitul os>
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posts are referred directly to the subject “videoclip”. This may be
an interesting indicator for Al Fondo Hay Sitio’s production staff,
because it suggests that the musical parody attracts these soap opera
followers.

Focusing more on memes shown on this Facebook profile, three
reasons can be identified for the fan interest. First, the possibility to
tag someone in the same meme that supposedly has asimilar feature
as the one described (see picture @). Secondly, the question regard-
ing any situation or highlighted character of the episode broadcasted
(see picture b). Ultimately, any phrase that, although it has not been
part of the episode script, has contextual relevance (see picture ).

The comments that users left at different posts have mostly
a mocking tone about the action or character described. There are
very few who criticize this soap opera in general or the character
involved. Even in memes, as image b, the published comments
keep a humorous intention. Inevitably, in a fiction production as
this soap opera, where comedy prevails, a relaxed atmosphere that
goes beyond the daily television reception by itsfollowersis gener-
ated. They express themselves and participate, incorporating their
opinions in this space in which humor seems to continue regardless
of what has happened in the episode. However, here is a similar
dynamism as the official Al Fondo Hay Sitio Facebook page: these
uploaded memes are created by the profile management. It is not
said that there is an open space for spontaneity or creation by us-
ers. Whilethereis afreedom feeling compared to what broadcasters
provide, content control simply continues to exist and is redirected
to the responsible staff of this site. They are who propose here and
keep others with a reactive attitude to what is being posted on this
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profile. The appropriation, production and sharing by the web man-
agers are highlighted, but the real equitable internet site where fans
can share on the same termsiis still awaited.

We have said before that the changes developed by América
Television particularly regarding its website redesign could be a
sign that helps to take off, even gradualy, the transmedia activity
in Peru, but thisis only concerning fiction. Story expansion in other
mediaor platforms has already been going on quietly in game shows
and reality shows. The formats Calle 7 and La Voz in their Peruvian
versions had expanded their merely television broadcasting scope
and incorporated Internet as part of the experience. In commercial
breaks, viewers were able to visit the official website of each of
these programs to see what was happening in the set and how the
melodrama inherent to these formats did not stop. One or two TV
hosts were responsible for showing the viewer what was before un-
known to television audiences. Theinteresting thing about these two
cases is that both were broadcasted by Latina'® network, which, as
explained at the beginning, tries to develop a multiplatform broad-
casting. Apparently, some networks are already considering the
transmediaissue more clearly in their horizons.

4, Highlights of the year

The Peruvian fiction production in recent years shows that,
despite some economic and political stability, production instabil-
ity features that have characterized it since its early years continue.
Likewise, it is slowly addressing new technologies and narrative
challenges and keeps focusing on products that will easily mean rev-
enues and reduce production costs.

In 2012, Peruvian television showed a new impetus, a commit-
ment to themes and interesting productions and a growing number
of new titles. In 2013, a production slowdown, a formula repeti-
tion, and new chapters producing with stories that were artificialy

16 See: <http://www.staffcreativa.pe/blog/el-nuevo-y-cambio-de-imagen-de-frecuencia-
latina/>



Peru: fiction losing ground | 321

lengthened for achieving the previous year success were seen, re-
vealing a dangerous stagnation. This led to program cancellations
and project delays, making fiction spaces being replaced by other
programs, which have become the great fiction competition: reality
game shows. Being these programs more profitable for networks, it
is feared that fiction production continues to slowdown in the com-
ing years.

Almost al Peruvian networks are managed as companies
where economic results prevail over al other consideration. Rat-
ing becomes a central tool in making decisions, beyond other rea-
sons. Looking at the fiction tuning results in recent years, it is seen
that, between 2011 and 2013, Peruvian fiction held, at least, the first
three places of fiction broadcasted in the country, and even more,
leaded the five first places (in 2011 and 2012, four of the five most
watched fictions were Peruvian; in 2013 all five were Peruvian).
But 2014 shows a change, since only one Peruvian fiction is among
the three most viewed fictions (and only six of the ten most tuned).
Coldly regarding the numbers, this can be interpreted as Peruvian
public beginning to lose the local fiction taste, which seems to be
confirmed when comparing Peruvian fiction positions with the pre-
vious year: according to data provided by 1bope Media-Peru, the ten
most watched premiere Peruvian fictions were distributed among
the 100 most watched Peruvian television programs in 2013. By
2014, among the 100 most watched Peruvian television programs,
only eight premiere fictions are considered’; and among the 350
most watched programs, five premiere fictions do not appear, in-
cluding two of América Televisidn, which in previous years had
achieved top places.

It might be considered that the audienceis not the only thing to
be seen when measuring television performance, specifically onfic-
tion. But thetruth isthat Peruvian fiction seemsto be slowly moving
away from the new audiences. In Peru, there are fewer young people

7 The tenth place of premiere Peruvian fiction is 226 in the general rank.
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watching TV, and even fewer watching fiction. David Prieto®®, Mar-
keting and Commercialization director of 1bope Media Peru, thinks
that Peru continues the culture of watching TV in family, and the
new platforms introduction is slow and expensive, what makes him
consider that young public still has not left away the audience, asit
might do later.

However, teen and young adult public are reducing their pref-
erences for fiction and migrating to game shows, especially those
that mix reality with fiction and promote love stories, jealousy and
rivalry among its participants. In this way, those programs contes-
tants become characters, which often have shown that what is sup-
posedly their natural actions are actually phrases and reactions from
the script marked by the production. Alongside the competition,
contestants-characters develop their stories coded as melodrama
on camera, telling and representing their anxieties, crushes, disap-
pointments, betrayals, reconciliations and personal dramas in daily
chapters. Moreover, al this gets press monitoring, mainly from the
own network, which repeats at different times of the day and in dif-
ferent shows (including news) the “ sceneslived” by the contestants-
characters.

Checking the reality game showsrating?®, it is seen that in 2011
and 2012 none of these programs were among the ten most watched
Peruvian television regular programs.? In 2013, two of these pro-
grams were among the top ten and, in 2014, five of the ten most
watched programs in Peru were reality game shows.

Peruvian fiction has had to face this phenomenon in 2014, to-
gether with its own production and creation inertias, besides the un-
consolidated “industry” difficulties, which may not be enough to
satisfy a broader demand of the networks themselves.

18 Personal interview.

19 Data provided by |bope Media Peru.

2 “Regular programs’ refer to those with a constant schedule on television. Therefore,
events of one or few broadcastings are not considered, as a soccer match for world elimi-
natory or an award ceremony.
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Margarita Morales-Macedo? said, when announcing the shares
sale of Imizu, that the Peruvian audience is used to watch fiction
daily, which makes it more difficult to produce in the country, be-
cause fiction broadcasted weekly does not have the same audience
as those broadcasted daily.

Therefore, Peruvian fictions have begun to turn repetitive with-
out generating innovation feeling. In this context, it must be men-
tioned the fact that Latina decided to produce new episodes of La
Paisana Jacinta?, alow-budget comedy harshly criticized in previ-
ous years due to racism, but managed to achieve the seventh place
in national fictionsin 2014.

Thus, Peruvian fiction must be analyzed next year, mainly be-
cause in networks pre-sales only ten fictions have been announced
for 2015, which is aready a reduction compared to the promises of
previous years.

In brief, the best 2014 highlight in Peru was not a fact or spe-
cific program, but the national fiction overall situation, which has
shown a declinein its audience and found strong competition in re-
ality game shows, which mix reality with stories that were common
themes of soap operas.

Aswe saw in the 2014 Y earbook, production themes and forms
have become repetitive, and other reality shows are gaining the po-
sitions held by Peruvian fiction in previous years.

5. Theme of the year: gender relations in the television fiction

Gender is a symbolic —unfinished— construction that defines
and links fellows socialy. As a construction, gender is the product
and process of its development, which means that basically holds
itself in practice, i.e., in the daily exercise of ourselves to be gen-
dered fellows.

21 Co-founder of Imizu, which sold shares to Secuoya, as mentioned at the beginning of
this chapter.

2 This program was produced between 1999 and 2002, returned in 2005 and restarted its
production in 2014 until it was removed from the air.
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Gayle Rubin (1996) was the first one who suggested that what
was defined as gender is actually a system, and she called it sex/
gender system, because it transforms sexual difference into human
activity products. Joan Scott (1996) broadens the importance of gen-
der dimension proposing that thisis a historically situated construc-
tion, which allows peopl e to visualize gender mandates on a specific
place and time. And De Lauretis (1989) aims to understand gender
as a socia technology because gender is not a bodies property, but
the set of effects produced in bodies, behaviors and social relations.

Therefore, gender systems are sets of practices, symbols, rep-
resentations, social norms and values that societies develop from
sexual difference. So, gender identity is the knowledge that assigns
meaningsto physical differences, butitisalso alearning processthat
responds to socially constructed imaginations through the speeches,
and it is from learned patterns and definitions that people interpret
their actions and emotionsto others and the world. If gender identity
is the socia construction of sexual difference, then gender identity
puts everyonein the social framework, telling who someoneis, what
someone' s place in the world is and how someone relates to others.
Thus, speeches about the feminine, masculine and “different” are
identity producing agencies.

We know that television fiction is a developing and reproduc-
ing space of female, male, trans and various representations, histori-
cally situated and with specific directions for each historical time.
These representations in television fiction stories are instances that
activate cultural meanings and that socially model diverse groups.

In Latin America, the quintessential female model has been the
Marian model. In this model, the feminine is associated with virgin
values, deep love and respect for the family. It is a model that his-
torically answers to a patriarchal world view and construction. In
the case of Peruvian fiction, audiovisual story heroines have main-
ly been developed under this model, athough it should be noted
that there have been ruptures and breaks. Maria from Smplemente
Maria (1969) is a heroine who breaks the Marian pattern to set her
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own standards for her lost virginity and single motherhood. Maria
does not choose to marry the father of her child, but rather chooses
his friend, companion and devoted teacher who was always there to
support her. From the Marianism patriarchal pattern, Maria svirgin-
ity will not be symbolically returned.

The female models coexistence is a constant of Peruvian fic-
tion. In recent years we found Marian characters along with many
female characters with Maria Ramos' breaking seal. Entrepreneurs,
young women with their own life projects, more empowered female
models that distance themselves from the Marian model. Some ex-
amplesare: Gloria, from Los de Arribay los de Abajo (1994); Dina,
from Dina Paucar, la Lucha por un Suefio (2005); Natasha, Kerly
and Paquita, from Yo no me Llamo Natacha (2010); Estrella and
Doralisa, from La Reina de las Carretillas (2012). This empowered
feminine model shows the generic construction complexity itself
because it shows the mandates, ruptures, affective and emotional
overloads experienced by women. It isimportant to note that moth-
erhood is still afemale achievement space, and fiction protagonists
do not escape this mandate. Many of them are mothers and, as such,
embody awoman’ s ability to give and deliver themselvesto the care
of others.

In the patriarchal model with the Marian model, seductive
woman and prostitute models appear. The seductress is the wom-
an whose body and sexuality play an important role in their ability
to seduce man, exchanging power positions. In the television fic-
tion story, a seductive woman can be a man’s curse. The prostitute
model is defined by its marginality, marking the moral boundary
of the female behavior. In Peruvian television fiction, villains are
generally seductive because their charm allows them to obtain the
desire object: the story gallant. The prostitute model hardly appears
on Peruvian fiction, and, when it does, it is related to evil, which
is punished at the end of the story. That is the case of Vaentina,
from Por la Sarita (2007), a mestizo young girl forced to prostitute
herself by an ex-boyfriend — a violent pimp. Despite her character
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marginality, Valentina— as a victim of power abuse — will face and
reconcile with the patriarchal model, having a happy ending.

The coexistence of the Marian model with more empowered
and independent models, focusing on the agency, work, personal
development and a more active sexuality, not necessarily associ-
ated with marriage and motherhood, makes evident the patriarchal
system crisis and states that the own feminine identity isin arecon-
figuration process. And, athough fiction stories make these repre-
sentations, we cannot deny certain tensions.

Masculinity studies appear due to the need to reflect on the own
male fellows construction. In Latin America, masculinity has been
associated with two key figures. One is the supplier male fellow
figure, pater familias, powerful, associated with national hegemonic
masculinity models that are defined by their link with power, com-
pliance with socia formalities, constitution of the family, discipline
and work; apower elite white masculinity, an unreachableideal. On
the other hand, the sexist, violent and authoritarian male fellow fig-
ure of machismo. Stevens (1977) points out that, in Latin America,
there is a “manliness worship”, whose main characteristics are ag-
gression, lack of ability for interpersona relationships, arrogance
and sexual aggression. Historically masculinity, as a practice, is
particularly relative, is a production, a construction made in agiven
historical and cultural context.

Peruvian television fiction has played both figures. The fiction
gallants reproduce the hegemonic masculinity ideal, they are char-
actersthat fit the model of pater familias, good citizens, responsible
husbands who hold power positions and social prestige. Raul, from
Natacha (1970 and 1994), Nino, from Nino, las Cosas Smplesdela
Vida (1971 and 1996), Mariano, from Carmin (1985) and Raul, from
Paloma (1988), embody this ideal. The sexist figure of machismo
has been generally represented in antagonistic characters. In Los de
Arribay los de Abajo (1994), the violent, unfaithful, lazy, liar male
was characterized in Gaspar Nizama, who constantly abused his su-
periority over his wife, Doralisa, which rather characterized a sub-
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missive, confident and timid mother. Armando, from Las Virgenes
de la Cumbia (2006), was a violent man, drug trafficker, playboy
and rapper. Cultural significance regarding machismo is built sug-
gesting that it is a negative social practice that must be eradicated.

Nowadays, besides these two models, the coexistence of other
subaltern masculinities are recognized—workers, mestizo, indig-
enous—linked to resistance, hybrid spaces and tension. It must be
remembered that, nowadays, in many places, men faceacut in their
supplier and authority roles.

A case that better represents gender relation with socia class
and race is Ulises Fiestas, male protagonist from Los de Arribay los
de Abajo (1994). Ulisesis afellow that tries to affirm his masculin-
ity in his relationship with the upper class power (“los de arriba”)
and as the couple of Regina, upper class young lady who takes him
as atrophy. However, at the story end, he | eft that image and sought
amore empowered subaltern masculinity.

Some of these masculinities are more egalitarian, more equi-
table with other genres and other masculinities, more democratic
initsrelations, associated to, for example, a responsible fatherhood
and male emotions expression. Armando and Mé&gico Sandoval,
from Virgenes de la Cumbia (2006), and Fernando, from Corazon
de Fuego (2011), embody a more egalitarian masculinity. Salvador
and Tristan, from Mi Amor el Wachimén (2012), characterize amore
equitable subaltern masculinity ascension.

Homosexuality, lesbianism, transsexuality, bisexuality, among
others, are gender identities that, from heteronormative construc-
tion, were rejected and isolated from the system. They are identities
that, in many cases, are imagined as simulations and/or deforma-
tions of genres recognized by the binary system. According to Hal-
berstam (2008), the ambiguous gender, no matter where, isinevita-
bly transformed into deflection, something less, or aman or woman
blurred version. These identities have barely appeared in Peruvian
television fiction. Only two characters can be mentioned: Tito, from
Virgenes de la Cumbia (2006), and Pandora, from Por la Sarita
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(2007). Both are gay hairdressers and are among the first ones to
move away from gays comic representation and one-dimensional
on television to introduce the audience in their lives, their concerns,
their dreams. Their stories show discrimination, but also acceptance
and coexistence.

Lesbian and trans representations have shyly appeared in the
Peruvian television fiction. There is Josi, the transvestite character
from Los de Arriba y los de Abajo (1994), who bursts the identity
crisis of Tomas, the policemen brother of the protagonist, who final -
ly admitsthat loves atransvestite. More closely is Celeste, alesbian
woman who will kiss Lola, from La Lola (2011), probably raising
the first “leshian” kissin Peruvian fiction.? And this year appeared
Rene, Francisco’ s transsexual sister, in Comando Alfa (2014).

In brief, changes and continuitiesin the feminine and masculine
representations are noticed. As well as greater empowerment and
diversity of female and male models, this also generates tensionsin
the system. In relation to gay, its representation, despite being small,
has begun to generate empathy and coexistence. Leshian women
and transsexual representations are still very shy. Inter, bi, and other
genres are denied and invisible in television fiction representations.
This also means its absence from the imaginary and social repre-
sentations that fiction activates. In Peru, different sexualities, bod-
ies and gender visibility still reproduce—with much emphasis—the
mandates of heteronormative patriarchal system.
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1. Portugal’s audiovisual context in 2014

The year 2014 is marked by the transmission of long-running
fiction during prime time. The three generalist national TV stations
in open broadcast aired, continuously and sequentially, original
titles that were grounded in reality and the everyday life of Portu-
guese people. They reached high ratings and positively contributed
to thefiction offering of TV stations.

1.1. Open TV in Portugal

Chart 1. National TV stations operating in open signal in Portugal

PRIVATE CHANNELS (2) PUBLIC CHANNELS (2)
SIC (Sociedade Independente de
( ) ef) RTP1 (Rédio e Televisdo de Portugal)
Comunicagéo)
TVI (Televisdo Independente) RTP2 (Rédio e Televisdo de Portugal)

TOTAL CHANNELS: 4

! Tranglation by Jodo Felix.
2 The Portuguese team would like to acknowledge CAE, GfK and Marktest (Dr. Manuel
Monteiro and Dr. Pedro Lourenco) for offering and processing the data.
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Graph 1. Averagerating per channel
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Graph 2. Share per channel
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Graph 3. Genre TV offering in 2014
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1.2. Audience trends in 2014

Following previous years, open TV stations made a signifi-
cant investment in national fiction. The state channel kept the daily
broadcast of Bem-vindos a Beirais, which ran throughout 2014, and
during summer invested in Agua de Mar, aformat for young audi-
ences that aimed to garner fresh viewers for the state station, since
it saw its audience as overly aged. This led Bem-vindos a Beirais
to be pushed to the second slot of prime time. However, the results
for Agua de Mar did not meet the station’s expectations and, on
September 1, the programming direction made a new change to the
line-up, bringing Bem-vindos a Beirais back to the main prime time
dot for the state station and getting back the rating that it had be-
fore changing the line-up. The strategy that the station used in order
to remain relevant involved assuming that audience numbers were
a critical element and investing in products that the programming
direction saw as pursuant to the public service concession contract,
while still competing with the private offering. TV critics strongly
condemned this strategy assumed by the administration and the pro-
gramming direction, asit was not different from the offering by the
other broadcasters.

A way to reduce costs was to outsource the daytime production,
similarly to what had aready been done for fiction. Coral Europa
produced the morning show Agora Nés and Eyeworks was respon-
siblefor Ha Tarde. Asfor daytimefiction, the TV station maintained
its investment in programs from the previous year with the lunch-
time telenovela Os Nossos Dias, produced by SP Televisdo, Bem-
vindos a Beirais, from the same production company, and Agua do
Mar, from Coral Europa. For the weekends, Stopline Filmes pro-
duced aseries of 26 episodesthat closesthe three-part contemporary
history of Portugal, beginning with Conta-me Como Foi, which fol-
lows the everyday life of a middle-class family between 1968 and
1974, ayear that marks the end of dictatorship. This was followed
by Depois do Adeus, which is chronologically set between 1974 and
1976 and portraysthe process of Portugal exiting itsformer colonies
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and the hardships that families returning from Africa encountered
when trying to integrate themselves back into Portuguese society.
The third series (Os Filhos do Rock) focuses on the early 80s and
portrays the youth of the period through the boom of the so called
Portuguese Rock movement. The 26 episode series started to run on
Sundays at prime time, but the weak ratings due to the direct com-
petition with the entertainment big formatsin the private stations led
to achangein slot to Saturdays at midnight.

In the private stations, the strategy from previous years re-
mained the same. SIC maintained its investment in Portuguese and
Brazilian telenovelas. Sol de Inverno, which started airing in Sep-
tember of the previous year and had its finale exactly 12 months
after its debut, was replaced by Mar Salgado, which not only main-
tained the ratings lead of its predecessor, but it would manage to
increase the gap. The lead-in time slot for prime time, which oc-
curs before the news, has been occupied by telenovelas produced
by Globo, as well as the second prime time slot and late night. At 7
p.m., the productions Em Familia and Alto Astral were aired, which
were curiously originally aired at 9 p.m. and 7 p.m., respectively, on
Glabo. For thefirst line of the night time programming, Amor a Vida
and Império were aired, while the following slot was attributed to A
Guerreira—atitle that was changed in Portugal from Salve Jorge—,
O Rebu and Lado a Lado.

TVI continued with the strategy of airing on itsfirst slot, after
the news, the reality show Casa dos Segredos, followed by three
telenovelas: Belmonte, an adaptation of the Chilean original Hijos
del Monte, which began airing in September of the previous year; O
Beijo do Escorpido, which had its debut on February 2, 2014; and
Mulheres, an adaptation of the Colombian format El Ultimo Ma-
trimonio Feliz, aired in June and continued throughout 2015. The
programming strategy for TV leadsto achangein the programming
on air each time anew format premieres, thus creating a shift among
programs on the first prime time slot. Along with this strategy that
aims to bring constant changes to a line-up composed by long-run-
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ning fiction, the station has long ago stopped following the chapter
hooks and the original episode times, dueto an operation of counter-
programming that continuously reacts to the line-up of its competi-
tion and stretches or shortens its products to fight against the in and
out of commercial breaks. The ratings battle led SIC to respond in
the same way, abandoning dramatic cohesiveness. This method of
managing fiction products obviously hinders the way viewers per-
ceive the works being aired.

TVI's investment in adaptation has intensified, following an
international tendency to buy scripts. Casa da Criagdo was a script
producer belonging to Plural and under the same media group that
has controlling interest over TVI. This script producer ensured for
12 years a significant portion of the network’s telenovelas and its
closure led to a change in authorship policy, which has yet to be
clearly defined.

1.3. Advertisement investments of the year: in TV and in fiction
Investment in advertisement in 2014 saw an increase when
compared to previous years, particularly in digital media and pay
TV (6.4% of total investment in television). A study by IPG Medi-
abrands® pointed towards a western market advertisement gain of
around 2.2%, which countered the negative tendency that was being
felt since 2007. These projections were accurate for Portugal. The
summer months were shown to be important not only for a global
recuperation but also on a national level, due to sporting events,
such as the Soccer World Cup and the Champions League Final in
Lisbon, aswell asthe summer festivals, such as Rock in Rio Lisboa.
The media coverage for the | atter events was the investment driving
force for many national brands (such as the supermarket chain Con-
tinente, which backed, for the first time, the large music festival that
was created in Brazil), thus maximizing brand activation, as well
as memorization. Data by MediaMonitor/Marktest from December,

3 <http://www.mbww.com>
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2014* show that the investment in advertisement grew 13.8% and
TV heldfirst place, with 73.8% of total investment (36.5% for TVI,
21.1% for SIC and 9.8% for RTP).

Brand exposure in fiction and entertainment programming
increased significantly during 2014. The Soft Sponsoring Report
(MediaMonitor/Marktest)® shows 414,964 instances of exposure to
2,678 brands, in a total of 821 hours. The channel that generated
the most revenue was TV1 (98 million euros according to standard
rates), establishing itself in the top five programming with the tele-
novela Belmonte (Gallo olive oil, Mimosa milk, among others). The
study notes asthe main trend for the year the presence of automabile
brands, such as Opel in the telenovela Sol de Inverno (SIC).

Concurrently to soft sponsoring, there was a development of
new advertisement formats, such as video advertising in offering
a car prize for five consecutive days to viewers who called in and
answered a question about the episode. The question was made live
by one of the characters out of the plot of the telenovela O Beijo do
Escorpido, after the episode aired.

1.4. Merchandising and social merchandising

The investment on merchandising within Portuguese market
has always been unimaginative, limited to the rel ease of soundtracks.
Nevertheless, sales are even more reduced, since the audience
chooses to download the individual tracks from the telenovelas and
the CD versions do not offer any exclusive content that would make
them a more appealing purchase.

Social merchandising has pervaded the content for al of the
open signal stations. The recurring topic was same-sex marriage and
the right for same-sex couples to adopt, which led Pedro L opes, the
author for Sol de Inverno, to win the Arco-iris prize from ILGA
association (Lesbian, Gay, Homosexual and Transgender Interven-
tion), along with the representatives in the National Assembly who

4 <http://www.marktest.pt>
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voted in favour of legislation which made co-adoption by same-
sex couples possible. In the same year, Rede Ex-aegquo association,
which is an LGBTI youth association, recognized the productions
Beijo do Escorpido (TVI) and Sol de Inverno (SIC) with a media
award for addressing the themes with an inclusive perspective. The
state station RTP also portrayed ayoung gay couple initslunchtime
telenovela Os Nossos Dias, but there was some controversy when a
gay kiss was partially censored, which caused some complaints by
the audience.

After rena disease was addressed in the telenovela Sol de In-
verno, diabetes was offered a great deal of visibility in the follow-
ing production by SIC. But the big theme of the year was domestic
violence, athemethat was a so developed in Mar Salgado and inthe
telenovela Mulheres, on TVI. This was accompanied by collabora-
tive actions between the government and private non-profit organi-
zations, which devel oped awareness campaigns against violence to
women in its many guises.

1.5. Communication policies

Apart from issues regarding the privatization of the public tele-
vision and radio services (as presented in the ensuing section), 2014
is noteworthy for the emergence of new digital editorial projects. O
Observador, which brings together 15 hefty investors in Portugal
and a daily run of the weekly newspaper