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ABSTRACT

This paper revisits the wide range of criticalrhtieire that, from a variety of theoretical perspest and

with an emphasis on different historical periodsl @ountries, deals with the relationships betweassn
media and representations of gender relations. féhieew of the literature focuses on works that are
particularly suggestive for our ensuing discussion the major conventions of Brazilian telenovela, a
television genre that blends elements of documgatiaa fiction and treats the nation in melodramegins.
Analysis of relevant programs that were exhibitegliry the 70s and the 80s suggests that these soaps
constructed the Brazilian public space in terms ¢xpanded what the industry had conventionalfindd

as “woman’s domain”.
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In contemporary times, the paradoxical dynamicdooéll and transnational forces has led to the
guestioning and restructuring of conventional tn&thns such as nations, states, forms of goverhmen
family patterns and gender relations. Within thiecess, opposite tendencies co-exist in paradoxiggs.

A tendency toward the homogeneization and cen#tiédia of the global culture industry, for exampe;
exists with opposing forces that affirm differeraoed subjectivies, promoting fragmentation. Genetmic
and racial identities subsist in a world in whidte tboundaries between the public and the privae, t
political and the personal, the masculine and #miriine are redefined, which also makes conveatio
disciplinary boundaries unsatisfactory. Scholars in anthropology, sociology, literatufém studies,
philosophy, gender studies, among other fields gmga various kinds of inquiries that seek to d#thb

adequate tools to account for a panorama thatdergning rapid transformation. Within this contesame

This text was presented as the Opening Conferemd@é First Brazilian Symposium on Gender and Mediich

took place in Curitiba in August of 2005. | wolikk to express my gratitude to the organizerdefavent, both for
the invitation and their initiative in promotingetevent. The article elaborates on ideas and &spkave presented in
earlier works, and in particular, my bo@kBrasil Antenado: A Sociedade da Novel@glamburger, 2005).

% In this case, culture, usually concentrated ontteatment of discrete issues, recognizes the anfaftion entre
transnational flows and persistent local identjtiesnstructed through particular cultural idiomsd gakes on new
controversial meanings. See, in this regard, watksh as Marshall SAHLINS, 1995;Jean COMAROFF e John
COMAROFF, 1992; Arjun APPADURAI, 1996.
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topics appear recurrently, specifically relatedhte problematics of media representation. Amongnttthis
paper deals with studies that discuss constructmins national representations, redefinitions of the
boundaries between public and private, and theudation of these problems with issues of racegerdier.

The relations between gender and media constitptel@dematic that sustains an extensive literature
in a variety of languages, representing diverseriiecal perspectives and dealing with a wide raofje
media, such as film, television fiction and prinfedion. In Brazil, although the articulation beten media
—in particularly telenovelas- and gender relations is present in early wadhes topic has nonetheless been
insufficiently studied in recent times. Therefotasi useful to go through a brief sketch of severéical
works of feminist inspiration, beginning with thiest studies done by Laura Mulvey, English filmeditor
and essayist, during the mid 1970s, and movingdeemecent scholarship that from my point of viddsa
our reflections on the relations between mediagartter relations in general, suggesting perspecthet
are interesting for thinking about the BrazilianseaFrom there | will go on to considerations oga th
trajectory of Braziliartelenovelasparticularly during the 1970s and 80s, as a sjgec#fse of the expansion
of the presence of the feminine in public spaceall, |1 speculate on the contemporary situatiand the

relationship betweetelenovela$ as a proto-interactive genre, and reality shows.

1 Mass culture and gender.

| look here at studies that can be located withiffer@nt currents of critical thought,with varying
degrees of refinement and theoretical soliditymfrAndreas Huyssen’s archeological study of the siipo
between notions of mass culture and modernismenl®th century, steeped in the German tradition, to
works written at the “heat of the moment”, a sdrfield notes on media phenomena, such as thodengea
with the death of princess Diana. In the case efrtiore recent studies on contemporary phenomeeia, th
essayistic tone, permeated by personal impressoagmptomic of the times. Authors and works nmamed
here are articulated in their relationship to isstat are brought out by the numerous studieglendvelas
in which | have been a participant over the lastyears, focusing on reception, textual analysi te
mapping out of processes of unequal interlocuti@t tharacterize the fabrication of this televisgemre.
My choice of literature seeks to respond to thedssthat empirical research has raised. It iseasy to
express this dynamic of coming and going betweesprth and practice in research and criticism.
Nonetheless, this will be precisely the effort llwmake, beginning with my indication of which appches
| consider to be the most suggestive and thoseditlatot figure as an griori in my work but to which |
arrived through the issues that emerged from thek wself and which, again, suggest the centralityhe
relationship between gender and media.

| begin with Andréas Huyss&nwhose mapping of the ways in which the very notad “mass
culture” emerged as a construction with a spegiinder is very suggestive. For Huyssen, the nationass

culture emerges as feminine in a context in whitghfeminine is also associated with the private alarof

% Telenovelas are daily prime time soaps, that ezBare broadcast six nights a week. Telenovedas fimited
duration: each production lasts from six to eiglonths.
*HUYSSEN, 1986.
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the home and the supposedly emotional and unctatitelfemale temperament. Mass culture is for Heryss
the “other” in relation to which the project of nmerdist art can be understood. It is worth callittgration to
the eloguence of Huyssen's interpretation, whichowrrs the substance of two universes that arelysua
treated as different — and even opposing — precisihin this relationship of opposition that defgand
constitutes both simultaneously.

Huyssen’s historical and conceptual work, centeaemind the 19th century, shares the thesis of
other authors who are dealt with further ahead propose the hypothesis (very suggestive, in my vibat
the public exhibition of these repertories throwgimmunications media that go beyond the boundafies
the private domain may contribute to stimulating trongoing redefinition of these notions — or more
precisely, to the “expansion” of the universe cortianally defined as feminine. On the more conterapo
plane, authors identify mass culture —televisi@apsoperas, or in the Brazilian case, tiflenovela -with
the feminine world that is usually restricted te firivate matters proper to the domestic sphere.

From different theoretical perspectives, authorshsas Laura Mulvey, Tania Modleski, Nancy
Fraser and Miriam Hans&oharacterize the relationship between differemi@uisual media such as film
and television and gender relations as a necedsagnsion for the understanding of contemporargniof
conceiving social life, and particularly, the congion of subjectivity. Some of these works shdwatt by
leaving gender out, modern definitions of the pulsphere have eluded the underlying premise et t
space of politics and work had been thought of asamine, whereas the private space of the honwe -t
which television belongs — was conceived of as mamei. Upon calling attention to the fact that gende
differences are thought of as oppositions that subordinate to the opposition between public amhie
spaces, this literature has contributed to callvege conceptual boundaries into question and biegitheir
re-definition.

The first feminist works on television emphasize thay in which programs destined to a female
audience reproduce and reinforce notions of thdipamd the private that are associated with malé a
female domains. Laura Mulvey, English scholar ind maker and pioneer of feminist film theory, aefd
television as a privatizing force: while film encaged the desire to leave the home and participateblic
life, television provided incentive to stay homer Mulvey, the expansion of television in post-vnited
States is associated with women’s return to theedtin space of the home. In this regard, women’s
programs of the 1950s are understood as part effart to keep women confined to the private spafcthe
home and to domestic and family responsibilitieil@vmen continued to circulate in public spaceuhdy
considers that television appropriated and encateiithe redeeming potential of theater and of-tleech
literary melodrama of the 19th centufyln her reading of television texts, Mulvey asstsiamelodrama

with the emergence of suburban America and witbraphasis on daily life oriented toward the famihys

> MULVEY, 1975 e 1986; MODLESKI, 1984 e 1986; FRASER90; e HANSEN, 1990.

® Melodrama in itself constitutes a vast field fesearch. For the purposes of our discussion hésegiough to situate
the debate and present a sketch of the major focoralentions of television melodrama, a set of ati@ristics that
will serve our analysis of specific soap operas khaill go on to discuss in the second part obttext. For a synthesis
of the different uses that are associated withnieédodramatic mode, see Christine GLEDHILL, 1987 doliterary
study that inspired feminist works, see Peter BR@DKO86; for a Brazilian debate on the realist @laaramatic
lineage of soap operas, see Renato ORTIZ, 1987, Bedato ORTIZ et al., 1988; for a recent contidyu that
demonstrates the melodramatic structure of a neinies, see Ismail XAVIER, 2003.
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providing a guarantee for the reproduction of damirbourgeois values. Mulvey’s work remains a exfee
today, as it registers connections between audialgroducts and gender relations and thus revolizies
the study of representation.

Tania Modleski, another feminist thinker, beginenfrthe Gramscian legacy that seeks to detect
instances of resistance in the moment of recemtianedia texts (a point to which we will returntelow)
and relates the American soap opera to the fragrdgrdace of domestic routine. She attempts to statedt
the nature of women’s involvement with this mostatieed of televison genres whose audience is 90%
female — associating the repetitive and slow charaxf its narrative to the dispersion that is elcseristic of
home routines. Modleski identifies a corresponddmetween the representation of the domestic spiseite
is inscribed in television soap operas and whatistegprets as the experience of domestic routBaing
more deeply into the internal logic of the narratand its reception, her work offers some suggegives
for understanding the nature of viewers” relatigms¥ith the genre.

Recent feminist work emphasizes that, rather tle@mfarcing previously-defined oppositions and
boundaries, mass culture and television melodramaairticular have played a role in diluting these
imaginary boundaries and in disseminating issuashhve been defined as public, political and maseu
within the private, domestic, women’s domainWith this task at hand, such studies have showm ho
intrinsec and endogenous mechanisms of media pioduand reception can be thought of as forces for
social change.

Lynne Joyrich engages with Mulvey’s approach to television medath. In her view, melodrama,
television and consumerism are mutually reinforciggt television melodrama disseminates “feminine
connotations” that “are diffused to a general aomcke opening up contradictions (...) that invitethar
investigation” (p.229.) In other words, the diffece between the targeted female audience, resperisib
what the author has designated as the “women’satations” of the program, and the wider public that
accesses the repertory suggests an opportunistddres that map interlocutions which do not nemdys
unfold according as foreseen.

In her study of the representations that sprungropnd television at the time it was introduced in
the United States of the post-war period, Lynn 8pigas Laura Mulvey before her — associates tifiestbn
of a new means of communication to the emergenadenfsuburbs outlying major urban areas. Yet for
Spigel, rather than reinforcing women'’s confinemtenthe domestic sphere, television brought infaioma
on what was happening in the public sphere intgpthate and isolated suburban middle class spadda
the women who spent long days in its exclusivegidential neighborhoods, its deserted streetsrdan the
bustle of the world.

From a different perspective, removed from but mdien to feminist problematics, Joshua
MeyrowitZ suggests that television carries out a seriesisibahtions of repertoires - masculine and
feminine, child and adult, public and private —tle shifting landscape of the United States of 188&0s.

Meyerowitz uses an architectural metaphor to justis argument. In his view, television breaks dawe

" In particular, see Lynn SPIGEL, 1992; Lynn SPIGd Denise MANN, 1992; and Lynne JOYRICH, 1996.
8 JOYRICH, 1996, p. 46.
® MEYROWITZ, 1984.
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walls that separate the different rooms of a houseahis way it is also a medium that dislocatggertories,
bringing for example the masculine repertory ofveaeporting into women’s home space, facilitating
women’s access to matters that were previouslyict=l to men and their specific space of work and
leisure. Meyrowitz suggests that this generalizedess to repertories that had been more exclusiye
explain unexpected changes in gender relations asithe emergence of the feminist movement or wéamen
entrance into the labor force.

.The author suggests the relevance of what couldelseribed as “thematic dislocation”. In other
words, matters that were once confined to a spegitbup of persons, in specific situations, maypuigh
television escape the established hierarchiesstifutions such as the church, school, the farmly politics
and now be accessed by all. Meyerowitz calls ttenfor example, to the politization of the ferimia
universe that has occured as a consequence ofothestic-sphere penetration of repertories defired a
masculine. It is also worth noting — and Joyrichigstioning moves in this direction — that televisalso
promotes movement in the opposite direction, makiegghborhood gossip available to all through the
screen.

In this regard, Miriam Hansen’'s work on North Angam film and the inclusion of women in the
public sphere in that country at the beginninghef 20th century is suggestive. Based on historgssdarch,
the author suggests that the unexpected presenwernén in movie theaters led the industry to preduc
films whose narratives, costumes and stars soughtater to women's expectations. In Brazil, the
consolidation of the television industry took hdldough programming centered around the telenoeela,
genre that producers, advertisers and televisiewetis defined as feminine. The consolidation of the
industry coincides historically with demographicaoges such as women’s entrance into the labor tparke
the drop in the average number of children per lfa@nd the rise in the number of divorces and rapid
urbanization.'® In the case of Brazilian television, the questisn how havetelenovelascaptured and

expressed this process?

2 Televisiontelenovelas in Brazil and the redefinition of the boundaries @ public space.

As | mentioned earlier, pioneering studies of telea reception examine the supposedly
predominantly female nature of these programs. & kagdies were very bold for their time in the setiiat
they bring together both a reception studies amproand the gender dimension, two cutting-edge
problematics of the decade of the 1980s. Througmthin particular as they are expressed in thesigéemv
by Sonia Pessoa de Barros Miceli, Ondina Fachal, Uane Sarques and Rosane Manhées Pradgohave
been able to move ahead in our thinking about thedgr dimension not as apriori that would
circumscribe the female audience as privilegedrlmtator of these researchers, but as a notioneto b

problematized. This is what | will attempt to dddse, seeking to show thaglenovelasapture and express

Y For a synthesis of recent demographic change€lsaeBERQUO, 1998.
' MICELI, 1974; LEAL, 1986; SARQUES, 1986; and PRADI®87.
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this expansion of the feminine universe to the mixteat they make inroads into the space — thaaléti
defined as masculine — of politics and news repgrti

“Telenovelasare for women”. This common sense notion functionsr the various stages of
production and reception of the genre, introducgd Brazilian television in 1951 as a fill-in thiadm 1970
until today — although perhaps with lesser repesioms- has come to head the list of the most popula
programs. Within the context of commercial telemisi telenovelas constitute a cultural artifact trsat
capable of mobilizing a national audience. In factil the early 1990s, they averaged 50% ofatindience,

a figure which meant that around 50 million viewergched the maitelenovela simultaneously.

Market researchers responsible for carrying outesno@ and opinion polls claim that women make
up the bulk of telenovela viewers. A variety oflimand television programs as well as magazinat th
specialize in the genre also define women as tiaeget population. The largest of the latter, tliedi
Contigo (literally, “With You”) was developed with a fereakeadership in mind. Literature on telenovela
reception takes it for granted that women vieweestheir privileged subjects. Data on audiencedigon
that women constitute the majority of the soap-apesitching public and recent ethnographic work sstg
that television viewers agree with this assertion.

Yet the widespread acceptance of this affirmatioesdnot mean thatlenovelagestrict themselves
to those domains of life that the theories guidindture industry production associate with women’s
universe. .lt is precisely Braziliatelenovelasvocation to overstep the narrow boundaries ofidital
television series made for women that makes thectiay of these series throughout the history i@zBian
television a suggestive case for thinking aboutrtie of media representation in the unusual neksvorf
contemporary sociability, especially with regardyemder relationsTelenovelgopularity today is taken for
granted, as if it were to be expected that melodtanfeuilletons that had their origin in multinatial
corporations’ soap commercials would become pa# shared national repertory, that is, a spacel rioye
certain conventions established over time and eéléirough forms and contents that are recognized b
ample portions of the population as an arena what®nal representations are enacted. To intetpeet
phenomenon of the telenovela in Brazil means rezognthat, beyond the governmental, commercial an
ideological projects that are involved, the geras barved out meanings and directions that weraresgen
and unplanned. .

From very early on, elements of Brazilian histondaculture have been presenttelenovelas
constituting the genre’s “local trademark” and nititatanding the opposing tendencies representetthdoy
conventions of international industry. Standingureples are the telenovelas written by veterans asch
Ivani Ribeiro, Walter Durst and Benedito Ruy Barmbosho have been active in the field since the $960
During the 1970s, contemporary events - socialgoiitical, but also those related to fashion, masrand
behavior - became preponderant elements of referiendramas that presented the tensions of a gotiat
saw itself as belonging to the future and seemdutlieve that “its time had come”. Well-known teterlas
confirm the effort of authors engaged in extrapotatthe limits of what they see as “dramalhdo” (or

exaggerated melodram&) Without neglecting their melodramatic content,stheéelenovelas exaggerated

12 Brazilian idiom for “melodrama”.
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their feuilletonistic vein, in other words, théitimate relationship with the extra-diegetic unse the
world outside their narrative. Such constant refeeeto contemporary temporality turnidenovelasnto a
privileged showcase for what it means to be “mo{eatmrough a depoliticized and diluted version bétt
concept: as being in sync with contemporary beland fashion

The political and ideological content of telenogel@as an issue that marked the cultural debate of
the 1970s and became the subject matter of numeademic papers. Foreign works, as | have disdusse
elsewheré? readtelenovelasrom the perspective of “engaged professionalst emphasize the possibility
that they have to generate critical political idegl from inside the culture industry. Others empteashe
industrial and commercial character of the prodocorder to demonstrate that the critical intersiaf
engaged professionals are lacking in real conaretelitions for fulfilment. These authors emphadize
role of television serials in the reproduction ofdnant ideologies and in the dissemination of oomerist
fantasies. Recent work speculates on the immediéliteence that telenovelas have on political bebgvi
such as election results.

The research that discusses the relationshiptéheriovelasas women’s programs, have with the
female public does not privilege the discussioithef political implications of gender. And works thteal
with the political implications ofelenovelagend not to consider the implications of this ¥&d&®n genre on
gender relations. Yet as programs that during 8%94 and 1980s were geared toward middle class wome
— envisioned by the industry as ladies of domeagtidnterested in romanticism and intimate plots, a
opposed to men who were conceived as the privilegedience for documentaries and newscasts-,
telenovelas overstepped these definitions, gemeraiew parameters which in turn brought other sgoe
the forefront of debate. Telenovelas signalleddefiaing of the boundaries separating men’s and &os
spheres, the political and the domestic, the pubiat the private, text and context, theory andtfmec

During the 1970s and 1980s, telenovelas progrdssedtheir previous identification as productions
promoted by laundry detergent companies to thegipgnition as a legitimate space for interpreting a
reinterpreting national identity, cast in termgddal types of family structure, (men, women, fatmether,
husband and wife) This change is a consequentte &fearch carried out for a greater immediate/aelee
that could increase telenovela’s commercial valoghe extent that they would become a privilegeace
for advertising new products and for the pedagdgiemonstration of new habits associated with “rmote
life styles. This vocation for that which is curteas a showcase project, unfolded through aoranwn
appropriation of elements of journalistic languaddixing conventions of fiction with those of
newsreporting, telenovelas continued to use ref@®eto national repertories and inadvertently distaddl a
shared repertoire, a promiscuous virtual space avhasisimilitude depended on the appropriation and
elaboration of elements of conjuncture and daflg # a convention that was inaugurated in the Hrenc
feuilletons of the 19th century. This shared repestis also fruit of the ideological agenda of the
professionals involved in the genre.

In their search for the immediate, telenovelas dast formal conventions from the repertory of

television fiction made for women with those deyad through newscasting and documentaries. Thi®led

13 ver HAMBURGER, 2002.
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a connection of the private sphere of domesticdiid the public domain of politics, forging a sggarsense
of national community..

Several examples should help to provide concresetoethis argument. During the early 1970s, the
allusions that were made to the country were choig in terms that were scantly politicized. A sece
from a sports documentary that appears at the biegjrof the telenoveldrméos Coragen{1970, “The
Courage Brothers$ituates the drama of a brother who leaves hiveatiwn, distant and anachronic yet
familiar, to confront the glamorous, cosmopolitaarld of the big city in time and in space. Spdiait
refers to Brazilian national territory, through tla@dscapes of the state of Minas Gerais as weh@se of
the metropolis; in time, it indicates that the rative is concurrent with World Soccer Cup of 1970
Coincidence in time and space allow and reinfdneecobnnection between the private drama of itsathers
and the potentially broad community of televisiagewers across the country.

Similarly, Selva de Pedrél972, “Stone Jungle”) as the title suggests, ésfilne diegetic domain of
the narrative as the domain of the city. Documegntrots of the city in its initial vignette - stieg
sidewalks, cars, street lamps and buildings — alladthe anonymity of public life in major citiedVithin
this context, the conventional story of a man’'d fadm innocence as he comes into contact with the
frivolous yet glamourous world of his rich relatiyéhis wife’s revenge and the couple’s final redateon
in classical melodramatic style (topped off witle thews of the wife’s preghancy), represents thentitas
faced by migrants who during these years exchatiggdrural habitat for an urban milie&elva de Pedra
takes up the moral challenges of those who wishamtain their family and community ties and at $aene
time climb the big city’s social ladder, an argumgrat is very similar to another soafale Tudoaired in
1988 — the year television censorship was endedking open allusions to the nation.

Both telenovelas problematize the trajectory ofrabters who are natives of the metropolis, who for
different reasons distanced themselves and then ¢ame back to climb the social ladd€ale Tudo’s
intent to make statements about Brazil is emphdsizats opening vinhette, done as a montage, i@ sty
contrasting with its conventional and repetitiverative of love and betrayal. Here, as in othégrtevelas,
aerial shots of specific landscapes mark narratigasitions, situating the drama in easily ideabfe
locales. This formal convention serves to real&evision’s vocation for extending the viewersazg to
distant places, thus adding a touristic motif thasolidates landscapes from far-off places andcég®s
them to different types of daily life conduct. Btialso reinforces the sense of belonging to aagimary
community that becomes less abstract and moreiartiifough sharing not only the act of watchingges
and stories exhibited nationwide at the same timg, speculating on the characters’ motives and the
possibilities for future plot developments.

Roque Santeir¢1985, “Roque, the Saint Maker”) is very expligid drama about a city that lives on
lies. Its narrative appeals to well-known melodrimartifices, such as false identities. But hanstead of
the wife who pretends to be dead in order to eshapéusband’s persecution, asSielva de Pedraye find
a man who, considered to be dead, flees from his pod isolated hometown with enough money to
establish himself and see the world. Just like Simneharacter from Janete Clair's soap, the protsigof

this script written by Dias Gomes and Aguinaldov&ihides his true identity, which in turn becomles t
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pivotal resource behind the entire plot. Moral mesi — the desire for revenge, in the case of Sistva de
Pedra character, and blame, in Roque’s case — fuel tla@acters in both plots. The revelation of “true
identity” unfolds slowly, offering material for dgi episodes. Inrmdos Coragemthe issue of identity
emerges in the literal split personality of itenbented protagonist, who appears successively i@ Déana
and Mércia, all played by the actress Gloria MesezeThe character’s psychological personalitytgpli
solved in the end through surgical interventiongmhthe medical technological equipment of a syrge
room takes center stage and the revelation ofsiehic trauma Lara underwent in her childhood islena

The oppositions that propel these narratives urdoddind a major tension between “modernity” and
“tradition”, organizing a contrast between metrajaol locations and small towns of the back country,
groups of rich and poor characters, groups belgngndifferent generations and men and women around
moral dilemmas. The good and the bad, honest asldodést, sincere and untrustworthy, truthful and
manipulatives are engaged in the interaction thate®s the narrative ahead.

In constructing “modern” universes that exist irpogition to “traditional” ones, these telenovelas
allude to a persistent paradigm for representiragiBas a “nation of the future”, which in some seserved
as a references for both communists and militagynre, forces of Left and Right during the 1950s &6d.
The movement toward the modern is seen as neceasdrglmost inexorable, although it is also imbued
with mixed signals. The content of this “developitieraries. These telenovelas capture and express th
ideological universe within which diverse politicdbrces and cultural movements have positioned
themselves, delving into political themes througmelodramatic language, dealing with “tradition"dan
“modernity” in terms of consumer goods, means @hs$portation and communication and behavioral
patterns, sexuality, gender relations and famiycsure. This is how telenovelas come to occupyiqas of
public space, a peculiar public space that is dbtanatically saturated by a combination of intimatatters,
consumerism and nationality.

Roque Santeirand Vale tudoare among the list of telenovelas that have hadtgst public
repercussion. Although coverage of thdéetenovelashas been confined to the cultural sections of
newspapers, this has nonetheless moved beyonddpe ef sections that specialize in televisionthBwave
reached segments of viewers who do not usuallyhhis type of programRoque Santeirohad a similar
impact in other Latin American countrieRoque Santeir@and Vale Tudomay be considered at the same
time as apex and turning point in the trajectoryeténovelas, marking the beginning of a disaréitiah of
the conventions that marked the genre over theedieg period. WhileRoque Santeir@mphasized the
survival of traditional Braziliartoronelistapractices with irony and cinicisnv,ale Tudocalled attention to
the unintended consequences of modernization witthan cenariodrméos Coragenand Selva de Pedra
drew attention to the perverse persistence of anaidm. Similarly to other titles pertaining to tlagter part
of the decade of the 1980s, suchiRasla de Fogg“Wheel of Fire”) andO Salvador da PatrigSavior of the
Fatherland) by screenwriter Lauro César Muniz,dhtetenovelas became the first public space oNine
Republic to problematize corruption, a topic thaswo dominate the agenda of the first direct desgial
elections of the post-military regime republic, atitht set the political agenda of the early 1990s,

culminating in President Fernando Collor de Mellommpeachment. Unfortunately, corruption has
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embarassingly continued to occupy this positioa psime issue on the order of the day. And itdstiay to
note that corruption may very well have become emdebringing a narrative structure to institutibna
politics that is close to that of the telenovelgerhaps even more pertinently, a genre to whichri¢lated,
the reality show.

With the broadcasting dfméos Coragem the major television netwofRede Globo'prime time
(eight o”clock)telenovelamoved to the top of the list of most popular teden programslirméos Coragem
is also mentioned in the literature as a telenotre attracted a significant male audience. Tippssedly
“Western” style of the narrative that was usedublizing the soap was reported by the networésearch
department as a justification for the success i hmong male viewers? Its allusion to daily life,
contemporary affairs and elements of culture thatreational in scope, a recurrent convention inRkde
Globonetwork’s eight o”clock telenovelas since 196%nsfa suggestive explanation for the fact thagehe
soaps were able to reach out to such a wide vasfetiewers.

Irmaos Coragenmmakes reference to soccer and to the tension batte rural environment of the
small town and the metropolitan environment of Ibige city. This legendary telenovela opposes modéls
women who take initiative, yet continue to be sutsivie, to women who are liberated but pervertedikeln
Irméos CoragemsSelva de Pedrgortrays women who are independent and profediosaccessful. In
both telenovelas, sex and marriage are linkeddorpation, a connection that loosens in the telelagvthat
follow, acompanying changes in customs revealealtir widely commented demographic tendencies.

Analyzing several telenovelas in perspective, pelrdb their allusions to social and political
processes, it becomes possible to detect a trayecfagrowing liberalization of women'’s roles. Ovtire
years, femaleelenovelacharacters evolve from women “made for marriageti @otential mothers to
women who are determined to make their own waye fBimale protagonists ofrm&os Coragenbecame
wives and mothers. The one exception, Potirahleftmarriage to seek fulfillment in love with apsteother,
but was punished with deatlselva de Pedrantroduces a protagonist who achieves professimti@iment
independently — and perhaps because far away —fn@mhusband. It is worth noting that her profassio
belongs to a domain generally associated with wontleat of the arts, and the telenovela does not
problematize the relations between marriage, méyeemd work. InOs Gigantes(“The Giants”), the
protagonist, who had opted for professional futfgint as a foreign correspondent in detriment ofilfaris
in the end forced back by family circumstances.r epitulation in the face of the need to manageilfa
patrimony and generate an heir leads to her finatlmass and deathRoque Santeirdntroduced the
paradigmatic figure Porcina, determined, extravggand free in love. IVale Tudothere is a range of
different possibilities for women. Some work iragiourous professions such as fashion, direct &sine
firms or construct professional independence based highly feminized knowledge, that of culinarysa
Others initiate a career later in life, after segian.

Problems related to women'’s role in society, infdmaily and at work constitute a privileged source
of themes that are considered “provocative”. Olierdourse of these years, second marriages, sexd®of

marriage or unconnected to procriation become comimdelenovela repertory. Although the contentihod

14 See, for example, ORTIZ et al., 1988, p. 101.
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liberalizing trajectory may be associated with idheas promoted by the feminist movement, it canligdbe
classified as “feminist”. The word “feminist” doe®t appear within the text of the telenovelas athini
television viewers’ comments. Although the tetmachista” is mentioned in connection with telenovelas
within the context of reception studies and dismussgroup reports -in conjunction with negative
characterizations of jealous or controlling mehe tvomen who oppose such behavior are referreidhjays
as “strong”. This is not just a matter of nomehala. The treatment that telenovelas give to gerelations
suggests the widening of the spectrum of posséslifor women, and in a certain sense, the atraghy
possibilities available to men, yet there is nobematization of gender relations properly speakinghe
distribution of domestic chores and those relatechildrearing, for example, a delicate topic ia tmiverse
of gender relations, is not dealt with within thésienovelas. Within the world of televised fictjoine
expansion of female domains includes growing apatien for womens’ labor market participation, yieé
greatest emphasis is placed on the widening ofwiéth is considered morally permissible. Telenasel
legitimate the separation of women who are unhappytheir marriages and their further romantic
envolvement.

Reception studies suggest that positively valuadafe characters are those that cry little and
confront adversity with grace. Female charactezguently undergdransformationover the course of the
story, and it may be accurate to say that teldaavebilizes fans around the metamorphosis of chara
Some of them begin the telenovela as dependent mjosueh as actress Regina Duarte’s character Rizchel
Vale Tudo who undergoes a series of trials and tribulation8l treatment at the hands of a husband who
drinks too much, is absent and a poor provideraisgin, return to her father’s house in the towigaoagu
with daughter in tow, to the “turn” that takesg@davhen she becomes a tourist guide, her fathedthgdher
daughter’s betrayal (she proceeds to run off withrhoney from the sale of their home), arrivaRio de
Janeiro in search of the daughter where she becarheachside sandwich vendor, her ex-husband'f,deat
amorous troubles, unredeemed daughter, the impnsonhof her partner who in a moment of weakness
betrayed her, her forgiveness and pledge to feaihim — all leading up to a triumphant happy @mdi
showing her happily devoted to raising her grandgdre character’s trajectory involves a tale ofialoc
climbing that is based on her own talent and resfuess. Hetransformationfrom fragile, suffering
housewife to strong, successful entrepreneur isesspd in her change in wardrobe, in the scenafitbin
which she lives and works, and the romantic harmadrtire ending.

The reward of her success in almost all realmsx@tence — with the exception of motherhood,
although this is made up for by the full exerciéder role as grandmother, since she acquirestyad tight
to raise her unrehabilitated daughter's son - iss@nted as the exclusive merit of her good natode a
perseverance. The gains are moral, and the obstdwt must be overturned — such as her firstamabb
failure and the machinations of the story’s vilain are also located within the realm of the mofidiere is
no real gender discrimination to be confronted.e T¢trong” and “liberated” woman of the telenovelzes
not demand equal conditions, wages or quotas. laattons and special police divisions that cater t

women’s needs do not appear. The exploitation ofidsin that sort of “anything goes” thdale Tudo
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(“Anything Goes”) deals with is presented as amrdffe strategy both for female and male bodiebe T
figure of thegigolo in the character César (Carlos Alberto Ricellixegathis clear

Telenovelagnd serials such &galu Mulherachieved success associating women'’s liberatiom avit
certain notion of female “strength”, as women ftleemselves from exclusive dependence on men.t8ttua
within the depoliticized universe of domestic megtehe trajectory of liberalization became possiliring
and in spite of the strong censorship imposed Iy riilitary regime. Since it hardly unsettles gender
relations per sé, the telenovela provides legitinfac the superwomammodel: she who accumulates both
the traditional functions of wife and mother andgé of provider. This is a result that in many svagn be
considered perverse.

It is striking that telenovelas” portrayal of a Bfdahat is much whiter and much richer than itlisea
is was understood as a verisimilar portrait of aequal country whose population is largely of cabor
mixed-race. It is possible that this verisimilicudas to do with a coherence that is construntécround
the illusion of spectacular representation but adothe allusion to different elements of the coojure,
from fashion to politics, as references to theaegiegetic universe that sustain the verisimikwaf the
plot.

The peak of references to Brazil may very well ihehie year 1990, when another major network,
Rede ManchetairedPantanal,a telenovela that reverberated and hit high ratihgsg evening hours after
the customary “eight 0’ clock soap”. It is signditt that the network’s feat involved the teleno\rdatanal
which presented an alternative view of the coutitiat also made use of alternative formal convestion
Pantanalprovided a visual alternativéo perturbed urban scenes. It appealed to a séarcbots “in the
heart of Brazil”, in the exotic landscapes of tlaeh country. Long takes of rural landscapes wigacknd
unpolluted water and dense vegetation gesture tbiver possibility of redemption from the harsh wrba
environment of the large metropolis. The bucoliersry is curiously associated with female nuditgt t#re

recomposition of the family around the figure o atriarch and his sons.

3 From the 1990s on: diversifying the Brazilian tedvision industry.

Pantanalmarks the end of an era. During the 1990s, thenaatd formal conventions diversified.
References which during many years consolidatedtdélenovela as a showcase of fashion, news and
behavior assumed the explicit role of interventioelenovelas that took on the character of cotibns
of representation; or, better put, that revealédeast partially, the mechanisms behind the canstn of
representation and gave telenovelas themselvesahes of initiating polemics. Mothers of missitgldren
actually recovered their children thanks to campsaigarried out within the telenovelplode Coracgéo
(which could be translated roughly as “Bursting iHB&a The exhibition of missing children’s images led
television viewers to get in touch with the broalea with clues as to the whereabouts of some edeth
children. The broadcaster, in turn, followed tiglwn the cases, acting as a more efficient intétang that
the police or the judiciary. This social actionsmaell-capitalized on through its disseminationngws

broadcasts that followed through on the evolutibthese searches and their outcomes, as supplamenta
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chapters of the telenovelas - digressions in whlehtheme of identity revelation remains on thendge
Another case of intervention, this time within {haitical arena, was due to the visibility that teéenovela
O Rei do Gaddliterally, “The Cattle King”) gave to landless aliworkers. More recentlyp Clone(“The

Clone”) intervened around the issue of drugs, iigiting the issue of their de-criminalization.

The reality shows that following a worldwide tendgrgradually won ground in Brazil during the
1990s radicalized these tendencies that were glrpegkent in telenovelas. The reality show may be
understood as an outgrowth of the telenovela, tofdtelenovela without a script”, a game thatives on
the most banal of intrigues, a narrative that distads itself, at least in its most consolidateégAiran
version, through its editing.

The first program of this genre in Brazil appraishd around-the-clock daily life of young actors
and actresses who were at the start of their carewhose careers had for some reason sufferbdcst
Successive versions gesture toward the possibififiame and success in na acting career. Thetyubf
everyday relations are the theme of each daily telhapBasic rules on the “elimination” of particiga
guarantee a device that propels the plot accotditige combination of participants’ and viewerstes

Radicalizing the mechanisms of distorted mediagiasent in telenovelas, reality shows indicate the
more explicit constitution of networks. In thestiversion of the reality sho@asa dos Artists perhaps the
most successful of its type - the interaction aihgiana participants within the house was made ablailto
television viewers via satellite transmission ialréme, live and unedited. An edited chapter with best
moments of the day went on air during prime tink&ch Sunday the network was further widened through
“elimination” sessions conducted live by televistoost Silvio Santos, who mediated the relationsifithe
acteurs in the house, those watching his show antlviewers. Widening the scope of his networkt&an
commented on news from the press and at timesedaom a live dialog with his colleague at network
headquarters. From one broadcaster to another.

In conclusiontelenovelas understood as “proto-interactive” programs thegspppose unequal and
distorted mediation processes - a synergy in wthielrepresentation of gender relations play a prég@nt
role, as intrinsec part of a broader process ef ékpansion of a universe conventionally defined as
feminine- may be seen to anticipate the media piena that mark contemporary societies.

A special issue of the journ&8creenwhich was devoted to analysis of the media dinmssiof
manifestations that unfolded in relation to thetdeaf Princess Diana offers several suggestives tthdt
corroborate our observations talenovelas and the earlier mentioned analysdébeofole of media. The
essays suggest elements such as interactivityection and live performance as keys to understanitiia
compulsion that pushed hordes of British citizens ioto the streets to manifest their sorrow oves t
princesses’ death.

In her article, the volume’s editor, Christine Ggrgy, begins from the idea suggested by literature
of feminist inspiration thatklenovelasin the words of the author, “Most crucially resed traditional values
by privileging the feminine world in which emotioampathy and talk were the means by which life d¢oul

best be understood and manageé®he goes on to observe that Diana had been skpobkicause of her

15> GERAGHTY et al., 1998, p. 71.
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novelesque mobilization of personal narrative imighublic space. Geraghty specifically cites taméus
interview that Diana conceded on Panorama, a gress British television program. In this intenwi¢he
princess, invested with functions of representhegWnited Kingdom, used the space customarily aelvti
political and social issues to speak of her pelddeain terms which mobilized the language afnrance.

The author observes that, during most of her ndife, “Diana was literally speechless: it was
clearly her person, her body, which was the néfsIh breaking through her muteness, Diana alsaKsre
with other conventions. Her interview in Panoramdor Geraghty a privileged example of how the raedi
have a peculiar way of synthesizing political amispnal, public and private subjective experientés
impact and fascination that Diana provoked couigsthe seen as related not to the specific contériter
speech but to the dislocations of repertories ithedrried out bringing elements of her private lifito the
political arena, elements related to romance amchyd, thematic dislocation along the line of whathors
mentioned at the beginning of my presentationh @ilcAndreas Huyssen and Joshua Meyrowitz suggest.

In some regard, the dislocation of repertories afeer by Diana and expressed in Panorama may
help to explain the collective mobilization thart laeath unleashed, with thousands of participartisimy a
point — perhaps a bit like Diana herself had dowé demonstrating their involvement through thdiysical
presence, justified as a way of experiencing hekenand funeral in their totality. Once again)eWsion
offered a better view, but not the smell of flowehe touch of the crowds”.

The author makes the ironic observation that ppgits used microphones and television polls to
communicate to those who were not there what it thas they were missing out on, thus emphasizieg th
insistent relevance of physical presence, of litegs and of real experience that no virtual smbetis
capable of substituting. In a way that is similarGeraghty, Roger Silverstone, another one of theens
included in this special issue &creenmagazing® attempts to understand why in the end thousands of
people flowed out onto the streets to manifestrthelidarity with a celebrity who had been deposéd
institutional power, with no constituted leadersbipdefined cause. For Silverstone, it was therddsi
participate that propelled people onto the streétsd in his view, this sense of participation hsmsome
extent, to do with what he calls an “epistemolagiupture”. In other words, upon abandoning thsitpm
of spectator, people who went out onto the striedtgshe realm of representation in order to mau® ithe
realm of experience itself.

Silverstone is interested in what he has terrapgropriation of media spacddis approach is
interesting, since he is not satisfied with a sistji@ solution like those that eliminate distinettobetween
reality and fantasy, true and false, fact andditti For Silverstone, the absence of these digtimetwould
degrade experience. If we no longer differentiaiet find fiction, experience becomes exactly theesasn
non-experience. Yet the events surrounding Diade&h suggest that experience has maintainegdpesaa
The fenomenon that was created around her dealk tbase authors to rethink relations between subje

and object, broadcaster and receiver. Eagernepatrtitipate, to abandon the mere position of remeiv

1 GERAGHTY et al., 1998, p. 71.
" GERAGHTY et al., 1998, p. 71.
' GERAGHTY et al., 1998.
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propelled people outside their homes, into pulgice, where they could be captured by televisionesas.
This generalized predisposition for performanceeasiquestions about existing conceptual models.

Interaction, connection, live collective performanparticipation, appropriation, emotion, empathy,
and romance are all elements that Geraghty andrSibne bring out regarding the manifestationsoafosv
that followed the princesses’ death. These areexésrthat come close to what Brecht identified lassic
theater (in opposition to its epic versions). These are elements that Adorno has describedtrassec
tools of the culture industry, mechanisms employedguarantee and sustain the alienation that it
perpetuates. These are elements that in Andreassens archeology appear linked to the feminingarse
of mass culture. These same elements reappear si@ements of people’s — men and women, politicians
and characters — involvement with the media.

The current state of research demands an apprbacmtorporates the endogenous logic that reigns
within the media as well as the ways in which isitslated in relation to economic and social povears
other dimensions of life. The desire for directtiggpation, performance and interaction, thabpia of
immediate communicatiothat Spigel describes, or thedfort to problematize everyday experienes
Marlyse Meyef® phrases the problem in her book on the feuilletmomstitute useful notions for our
understanding of the fascination that the telel@oeeerted over the 20 years that marked its gobgn
These notions also offer clues that may help usectingrips with the global appeal that televisieality-
shows have today. This is the issue of immediatmection, which incorporates the public and bretks,
certain extent, with the stagnant relationship leetwthose on the stage and those in the audiartber and
work, exhibition and reception, suggesting the refgir networking.

Programs that offer ordinary citizens the possipbtlb participate in the world of spectacle as lasg
they are willing to share their harshest persot@ies contribute to spreading the melodramaticatize
over the widest range of spheres of social life.’Wed to research formats and means that go bekerd
registers. Television and diverse media vehiclésrda people’s desire for relations without intediaries.
Television and much more radically, the Interndelomeans for social integration — or desintegratias
Virilio 2 would have it — that sidestep traditional medigiimstitutions.

This vocation to stimulate the desire for partitip@ is related to the formal technical apparatis o
the electronic medium, with the formal connectiaarel messages incorporated into the texts and the
particular ways in which this medium captures arpresses conjunctural events and debates at particu
moments in time and space. Over time, televisi@wers and producers have come to agree on certain
conceptions and formats. They share some defisitichich become almost natural.

In Brazil during the 1970s and 1980s, telenovekss d very similar role. Television viewers of all
social classes, men and women of the most variedjamyps, inhabitants of the diverse geographégibns
reached by television broadcasting watched thalseMale and female television viewers speculatethe
unfolding of the storyline; they knew that everyeping at a certain time, new episodes would bedaire

Over the years, the cast, as well as the formalerttions of a genre that evolved according to what

9 ver Walter BENJAMIN, 1985, p. 147-154.
2 MEYER, 1996.
21 paul VIRILIO, 1984.
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producers imagined the expectations of viewers wdng, became recognized as elements of a repertory
shared by spectators living all over the Brazilphging to a wide range of social segments andgageps,

men and women, people with different sexual origora. Producers created certain mechanisms toureeas
television viewers' opinions on their favorite sdsi Television viewers also thought up their own
mechanisms for participating in this proto-intenaetdynamic.Telenoveladecame a prevailing lexicon for
national public communication.

In some regard, in watching and commenting orutifelding plots of telenovelas, people are able
to develop mediations between their experiencegullic and private life. It is as telenovelasoffer a
repertory that makes it possible to associate dtengsamas, such as violent passions, and socra\ber
that is considered more or less legitimate.

Over the course of the yeatelenovelashave captured and expressed a certain expansitre of
universe that is conventionally defined as feminifénis expansion indicates an increase in and
diversification of possibilities for women. Reclgntexamples of plots that legitimate homosexual
relationships corroborate this movement, suggestived the stretching of boundaries continues. This
expansion of what is considered legitimate withispace conventionally defined as feminine meshés wi
the mechanisms that the different authors thavé hiaferred to throughout this presentation discasshey
accompany the eruption of analogous mechanismthar parts of the globe. We should however remembe
that this expansion also captures and expressgethierse elements of this widening of possibk#itito the

extent that conflicts related to gender discrimorahave remained relatively unproblematized.
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