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Abstract

This study examines ways that both authoritarian capitalism and global flows of culture
have shaped the Russian television industry. This dissertation explores three main
guestions: Ha does the system statedirectedcapitalism shape television production,
particularly with regards to balancing propaganda and pifitat kinds of

representations are possible on television in Russia under authoritarian capiéham?

is the relatioship of the Russian television industry watther partof the global media
industry?To explore these questiorihjs dissertation examines the structure of the
Russian television industry with particular attention given to the most important channels
and production companies. In alhsesthe relationship of these companies to both the
Putinled state and their level of integration with the global television marketislace
examinedn-depth. Using a mix aemistructurednterviews with industry works,

analysis of industry trade journals, popular press and textual analysis, this dissertation
examines four of the main television stations in the country all of whom have different
relationships to the state. | argue that typical accounts of Russiaa asecherely serving

the interests of the state are overly simplistic. The expectation that television channels or
production companies linked to the ruling elite crgateggramminghat supports the

Put i n g o waionbuitdehngeffastswhile commerail stations use their platforms

to criticize the statuguo is shown to be erroneous. Statened and stataffiliated
stations whose | eadership otteapoducd r ong ties to
programminghat represents key Russian institutions tiegly while commercial
networksgenerallyproduceapolitical programing unlikely to attract the attention of the

state. Along with the internal dynamics of the Russiduistry,this dissertation



examines the role that global media have played in thdajeuent of the Russian

television industry in the poSoviet era. The role of major western mezbanpanies in
postSoviet Russids explored hr ough a case study of Sony Te!
Russia in the 2000s. This dissertation arghascontrary to theories of cultural

imperialism prominent in the fields of political economy and cultural studies, the global
television industrydés str onWestertvaluestd | uence ha
Russia, but instead transferring industrial and petidn practices. Therefore, this project

significantly complicates notions of how television industries function in an authoritarian

capitalist state, with important implications for those examining media in other states

with similar systems.
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Introduction

Sovieter a comedi an Yakov Smi Russaweéonlybathtwa sl y | ol
TV chanrels. Channel One was propaganda. Channel Two consisted of a KGB officer telling
you: Turn back at!Whilaheavastclearly&kaggeratiad for @medic 0
purposes, the Russian statedés invol veemmnt wi t
characteristics. In the peSbviet era, television has been used by the Russian government to
consolidate its hold over the Russian i magina
annexation of the Crimean Peninsula, and the economic hawsised by the imposition of
sanctions by Western nations, Russian Preside
remained extremely high. Most Russians also support his project to return the country to a place

of prominence and respect in tiverld. News and television drantisseminate this message

Along with a great deal of crude propaganda, often featuring a shirtless Putin performing
ultraamasculine feats, patriotfectional programmings an important aspect of the Russian
televisionhndscape. Many of these fictional progran
history or the Second World War, thouglsitalledthe Great Patriotic War in Russia. While
less direct than the news, these types of series are meant to sway peop®ioda Russia that
is in line with the Putin governmentodés over al
nation. Wi th the collapse of thebo®everi et Uni on
Russian culture no longer exists in relatis@ation from the rest of the world. During the 1990s
Russia was inundated with cultural content, primarily from the West and Latin America. Even

given the revival of the Russian television industry which started in the 200@spgramming

! Francis TaponThe Hidden Europe: What Eastern Europeans Can TeadiNels Delhi: Thomson Press, 2011),
672.



that is nowavailable to Russian audiences habdainderstoods the result of market and
cultural forces that transcend that country. Russian cultural pragustsompete for audiences

with the rest of the worltb be successful today.

Russia was a relativelytentrant to the system of global capitalism. Gbentry,
thereforeyepresents an important case study for understanding hovggaoatist countries have
managed the transition from a communist form of modernity, characterize by planned, state
directedeconomies and high levels of social and cultoaattrol to late modernity and
gl obalization. The most sal i enrSoviefperiad hasbeenof Ru
the devel opment of a form of govearpnande samdo €T
term is similar to that used to describe the polite@nomic systems in other pasicialist
countries, most notably the Peopleds Republic
a way that differs sharply from the free markettiberal capitalism of the West. Laurence Ma
defines authoritarian capitalism as fAeconomic
scopetempoand processes of change colhdastyledfl ed by t |
governance that this modellows has the state playing the dominant role in the economy. In the
case of China, the governing communist party maintains its ownership of almost all property and
heavily directs economic planning. The Russian example is a bit different since thy tamks
a defined party structure thaerseegvery aspect of governance. While it is clearly Putin and
former members of the state security establishment, caladki, that are the power brokers in
the country, itis less clearly definethan thesingle-partyrule in China. While state ownership is

less pronounced, the Russian government has substantial holdings in strategically vital industries

2Laurence Ma, fdAViewpoint: Chinads Aut hor intemation@n Capi t al
Development Planning Revie4, ro. 1 (2009): i.



suchasoil and gas, transportation (primarily rail), defense, and mé&dian for privately owned

compates in Russia, the Putin government looms large. Any action by these companies that
directly involves politics can lead to the seizure of property and incarceration. For example, oil
tycoon Mikhail Khodorkovsky was jailed on trumpag charges after he fdad the opposition
partyYabloko® Despitet he st ateds seeming omnipresence in

corporations is still to be profitable.

This study examinetheways t hat the Russian television
and important cultwd industry, has been shaped by both authoritarian capitalism and the global
flows of culture. | argu¢hat the relationship of network aheyh-rankingnetwork personal
largely dictates the type pfogranmingthat appears on Russian chann@lenerallythe more
direct therelationshipthe more they will produce series that directly support the Putin
g o v e r nmatonbuildisg efforts.In some cases, however, a network executive avith
personaktonnection to Putin or his inner circle can produce samgranmingthat does not
serve the interests of the state as long as the overall tonestétiogs programming is pro
Kremlin. For their part, etworks that have a less direct relationship with the state act more like
their counterparts globally. Nanyethey try to produce programs that will ultimately attract
audiences so that the station can sell more advertising. While these provanelgt,for-profit
networksdo not directly produce contefdr the state, they do have to carefully navigate the
labyrinthine dictates of the Russian state to avoiatsam by some official body. Therefqre
even when there is no diremivnershipthe state and its ideological needs are one of the greatest

factors shaping the production of new programs.

3 Ben JudahFragile Empire: How Russia Fell In and Out of Love with Vladimir P{ilew Haven: Yale
University Press, 2014).



Herein lies on@f the key distinctions that this project seeks to addfessbstantial
proportionof the theoretical framework and the scholarship in television studies has been
undertaken by researchers either working in or steeped in the norms of industries Hiatioper
western, developed, globally integrated, free market societies. Because they assume that the
norms prevalent in the West arawersalizable, scholatsave assumed the dwindling
importance of the nation state. In Western countries like Canadanitesl $tates and the
nations that make up the core of the European Union which have been integrating their cultures
and economies into global markets for several decades this assumption is understandable. In
thoseplaceshe nation state is farde imporant than it was in the past. While Russia is no
longer as isolated from the West as it was in the Soviet era, its experiencenoddkeaity
remains markedly different from those of Western nations. Russia often positions itself as being
a civilizationalopposite and alternative to the West. While these claims are problematic and
highly debatable the fact that Russiaaamtionis presentea substitutefor the West, and that

many Russians accept this idea, speaks to the continued saliéenbeeof fon atni carhat coun

Even he statadirected nature of the Russian television industry stands in stark contrast
with arguments taking place in the field of media studies. These arguments suggest that in the
age of globalization and transnational transfétexts and knowledgehat the natiorstate is
merely one actor among many and that, it should not be given precedence over actors like
transnational and multinational corporatiolmsRussia, the natieatate remains not only the
most important actor ithe field of culturaproductionbutit is also able to supersede the
influence of all other actors through a variety of legal éxtdalegalmeans. The central position
of the state in Russian media proaofcti on i s a

modernity which is heavilinfluencedby authoritarianismBroadly speaking the Russian



example speaks to the fact that while the models that media studies scholars have used to argue
for the decline of the natiestate make sense in the context c#sférn, freemarket

democracies, these arguments lose much of their salience when they encounter a country like
RussiaWhile Russia has some distinct attributes, it is not unique. Some of the trends explored in
this study correspond with those in othethawitarian capitalist states like China aviigétnam

and may herald changes that will occur in states moving in a similar direction, like Hungary and

Turkey.

For Russia, much of the peSbviet era has been characterized by a struggle to reconcile
the shit from communist modernity to a modernity anchored primariWiesternled global
capitalism. The conceptf modernity most commonly used in media and cultstadies s i a
posttraditional order marked by changenovatonand dynami s mo Gidderisc h Ant h
suggest@mergepartially as a response to the forces of capitafi@i. ddens 6 focus i s
narrowsince communism was a type of modernity that employed a different economic structure
but broadly shared some of the features as its westamtarpart. While Soviet Russia was
clearly subject to a form of communist modernity, Russia is a new entrant to global, capitalist
modernity. Because Russia developed different social institutions and practices than the West
during the Soviet period, iepresents a different inflection of modernity. One can point to the
authoritarian power structures, the lack of a free press, the absence of a Western sensle of the

of law and heavy state involvement in key sectors of the economy, as exampledearfity that

is different from the West. S. N Eisenstadt s u
of these differences. He c¢cl aims t hat Afone of
modernitiesd i s that amoadidentical, Wgstera patterngd/efst er ni z a

4 Chris BarkerGlobal Television: An IntroductioNew York: Blackwell, 1997).



modernity are not the only O6authenticbdé modern
continue to be a basiRossiatedbyestaresnas enepfthemost f or o't

prominent examples of a navestern modernity.

While Russia represents an examplea nbnrwesternrmodernity, it is important to note
that, particularly in the posSoviet erat is increasingly interacting with and integrating elements
of global culture. These elements come intodruthrough exchanges driven by globalization
and are localized through a process called hybriditythis process, textual elements and forms
from abroad are integrated into new texts being produced in aclma@xt Thuswe might get a
ARuUssim®h tshdtc oh a s tetnlkekevisioroprograns,foutémeredy local in
content.Theories of hybridity are primarily useful in countering ideas étlamonationatultures
ever existed i stateof undefiled purity by pointing to the continual culiliexchanges that
nearly allgroupshaveexperiencedhistorically. By pointing to moments of exchange and
assimilation the concept of hybridispiggests path forward for understanding how cultures
survived by taking in the elements that suit theamd rgecting those that dootin a dialectic of

transgressing and reasserting cultural boundaries.

In manyways,this study is the among the first of its kiMlhile some work has begun
on television in the former Eastern Bloc particular,a recent antholggedited by Timothy
Havens, Inikdmre, and Katalin Lustik examined television in the former Soviet vassals of
Central and EasteffBurope; Russieemains almost completely unexamined. While there are
important parallels between these other formerly comstsitates and the Russian Federation,

namely their shared political histories and relatively deep cultural ties, thesig@ifecant

5S. N. Ei senstadt , Dealaldswintg 20@0, neld eon)nd.t i es, 0
6 Jan Nederveen Pietersglobalization and Cliure: Global Mélange (Lanham, Md: Rowman & Littlefield
Publishers, 2009), 100.



differenceswhich alsomake the insights of studies in the region difficult to transfer to the
Russian case. For exampleth the possible exception of Poland, none of the other countries of
the former Soviet Empire have populations or economies large enough to sustain domestic
television industries that produce most of the content that appears on their television screens.
Except forBelarus and Ukraine, the countries in the former Soviet sphere of influence all have
deeper historical and cultural ties to the West than Russia does. As a result, their engagement
with TransAtlantic culture is perhaps less complicated thas fior Russians who continue to

struggle with a deep suspicion of Western culture.

With a few exceptions, studies of Russian television to date, while interesting have
several important flasr They are almost all overly reliant on textual analysis. Theseunts
rarely segment the series they look at by channel and thereby fail to sufficiently examine the role
that different organizational structures play in the development of Russian television. They also
tend to ignore or downplay the Russian andgua | i ndustryds interaction
industry and the myriad ways these interactions have transformed the former. Consequently,
these accounts have frequently been lacking in detail and nuance with regelngictatain
programs have begroduced irRussia during the Putin era. These accounts are still useful, but

their lack of focus on the broader politigaddeconomic context makes them problematic.

The principle contribution of this work is to provide a portrait of a media industry within
an autloritarian capitalist state. While many accounts of media systems in liberal democratic,
capitalist states and totalitarian societies Haaen undertakenvork on authoritarian capitalist
states has not been as extensive. These types of states arenglyreashmon. The most
notable are, of course, Russia and China which are also the lartgsts ofeconomic output,

but other possocialist states such as Hungary are moving in the direction of authoritarian



capitalism. Other countries like Turkey alsdael are also beginning to show signs of moving in

the same direction. The appeal of this political, social and economic arrangement is primarily

l ocated in Chinabs t hrtealesshecgstgllessiod ds apapi dr o«
improvemets during the Putin era. Though it is only a single exemplar of this relatively novel
type ofpolitical-economicsystem, Russia offers an excellent opportunity to examine

authoritarian capitalismPopular accounts of the Russian media in the West givenfiression

that the system is similar to that of the Soviet Union. Most popular reporting portrays a media
industry dominated by the Russian state. However, my study shows that by mixing the needs of
the state with the profit motives of the market, authodn capitalist states create media systems
that are extremely complex. Different agendas are constantly at play and cronyism plays a large
role in who makes decisions about what programs get to air. The system even allows for the
creation of programs #t do not support the overall natibnilding goals of the state, even if the

actors involved are loyal to Putinds inner <ci

This projectshows that even the most tightly controlled systanespart othe global
system of media exchanges on numeiteusls. While Russians are without a doubt proud of
their cultural heritage and often outwardly disdainful of Western cultural products, they also
consume them with fervor. As such Russian cultural products no longer exist, if they ever did, in
isolation fom the rest of the world. Programs made in Russia are either in direct competition
with those of thaVestor at very least are being actively compared to them. The result is that
Russian cultural industries today are increasingly attuned to global areddgork to keep their
audiences by creating local versions of what is popular abroad. The most obvious isftthese
use of global formats to create local versions of popgartiagrams There are also less evident,

but more important transfers that oceuch as the transfer of technologieshniquesand



knowledgeabout making television. Russians and others on the global cultural periphery actively
merge global forms ankhowledgewith their own.The thirdtype of transfers calledhybridity

where Rgsian production companies and channels make original Russian programs based on a
global model or trend, but with no direct reference to a global model. For example, a Russian
program like 2013®ttepel(The Thawis describea s Russi ads ebgMad Meal ent o
Hence while the system of authoritarian capitalismkesthe Russian case different from that of

Western or other liberal democratic states, many of the same globalizing forces that are affecting

the rest of the world are present in Russiaylimay be mediated differenthased orthe

specifics of Russiab6s articulation of moderni
The Case Studies

This study uses a mixed methodology that includes analyses of political and economic
institutions in-depth analysesf significant television prgrams that aired on four different
television networks, interviews | conducted with media industry workers who had experience in
Russiaand insights from popular press and industry trade publicationstal, | interviewed
nine individuals, seven fronmé West and two from Russia who had worked for extended
periods of time in Russia. | also included several radio interviews that aiekdno Mo s kvyo6s
television analysis programelekhranitel The program frequently has guests from the highest
echelons bRussian television industry and as suchign@portant source of datén also used

interviews found in the now closed industry trade magaZaresty Russia

Theprojectis dividedinto seven chapters. Chapter aaan examination of the relevant
literature in the fields of media studies and cultural theory as well as an examination of some of
therelevantconcepts that this dissertation congsrwith the field. Chapter twapntinues the

discussion of the current literature, with a particular foculistories of Soviet and Russian



television. In particular, there is an emphasis on the problematitotxded nature of current

research and the limits it seems to place on understanding the industry. The rest of the chapter
usesndustrytrade, populapressaccountsand official financial reports to document

institutional relationships within the Russian television industry. For the paosthis is an

effort to determine to what extent each statooimbricated n t he st ateds over al
power. It also examines how people within the industry understand their relationship to that

power and how that understanding limits what they are willing to portray on screen.

The remainder of my dissertation examines the Russian television industrgtttiour
key cases, each of which is an important institutional site in the Russian television industry. Each
case study will examing number othe most importargeries produceldy each company.
Chapter threexamines the television channel Rossiya.@tsethe only fully stat@wned
television station, it most directly presents the official state positiea-vis Russia and its
history. The station tends to present genres and programs that closely align with the Putin
government'gioal of strengthengRussian identity and its historical sense of importance which
was damagetly the collapse of Soviet Union. This role is especially evident in the way it
reconfigures key moments in Russian history to fit present needs for a sense of national cohesion
andmeaning. Drawing on the concept of ontological security from international relations and
concepts of governmentality drawn from Foucault, the chapter looks at literary adaptations,
World War Il and other historical dramasd how each plays a role in protimg the official
versions of Russian cultural identity and memory. Literary adaptations were the first series to
appear following the revival of the television industry in the early 2000s. Particularly in their
earliestincarnationsthey proved to be ésemely popular wittaudiencesThese series were

significant, given that revivingpteresti n Russi abdés cul tur al heritage

10



Putin government. Rossiya has been the leading producer of adaptations and has broadcast the
two most ppular and critically acclaimed seri@be Idiot(2003) andlhe Master and Margarita

(2005) both directed by Vladimir Bortko.

Russiads second | argest broadcaster was eq
types of historical series: World War dvdramas and costume dramas that focused on important
Russian historical figures. Both of these typeprofyramdry to restore Russian national pride
by bringing important moments and figures of the past into the present. This approach is
particularly tue of the series focused on the Second World War. These series are very important
because they speak to what remains one of the most unifying historical moments in Russian
history, often reconfiguring it to fit the current ideological needs of the sthée2004 series
Shtrafbat(Penal Battaliof), is one of the most significant examples of a war program in the
Putin-erabecause it transforms the Soviet achievement to one that is purely Russian. Other
historical dramas focus on significant figures in Russigtory, particularly on important rulers
in Russian history. Series like 201¥skateringCathering which took as its subject Empress
Catherine the Great present audiences with an official version of Russian history, in a way that is
ultimatelymeant o channel the greatness of Russia, br
grandeur and importance into the present. These series are meant to link Russian idsntity to

roots in Orthodox Christianity as an alternative to ideas of liberal democracy.

Chapterfour looks at the role of SorBicturesin transforming the Russian production
system in the late 2000s by importiegyveralgenres as well dsnowledgeand production
techniques to the Russian Federation. This chéperizeghat Sony and its partical style of
engagementereresponsible in large part for the formation of the parts of the Russian media

industry that most closely emulate media institutions in the West. This section also examines the
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spread of the cultural technologies that Sony browuggh it into Russia. It also shows the extent

of Sonybés influence and its continuing I mport
studios, the company has the longest and most successful history of engagement with the

Russian market. While Sony hasrtainly facechumerousbstacles in the market, very early on

it developed what has proven to be a localization strategy that has differentiated it from every

other Western studio. From 2003 to the present Sony has been deeply involved with the
productionof thousands of hours of television. They are responsible for the successful

introduction of the situation comedy as a genre in the country as well as a myriad of production
techniquesTheirinfluence continues to have significant effemtghe Russiamarket to this

day. Sony chose to deeply embed themselves in the Russian production environment, investing

capital and talent to help the Russian industry move forward.

Chapter five looks at the television channel STS and the role that it has playieldjiimgor
the gap between the Russian and the global television industries. The station is, by far, the most
Western in both its outlook and organization. Inmasays,i t i s a cul tur al Awin
west, 0 pioneering many o lftechndlogiesnhatwavgenterede s an d
Russian television in the Putera. The network has been able to act as the conduit for these new
ideas because it is the most capitalist network in Russia. While, like all Russian networks, there
are ties back to the sgatthey are relatively weak comparediie other major networks. As a
consequencehe network, driven primarily by ratings, has the deepest engagement with the
global television market as it seeks ways to both import and export programming to make
money.This chapter examines the trajectory of the Russian sitcom, from the earliest Russian
adaptations, the growth of original Russian series and eventually to series clearly aimed at

accessing the global marketplace
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| have chosen two sitcoms seriesfromST® e f i rst series | i ntenc
original sitcom Papi ny20IBp This keries s DafidsdsycoessfulGi r | s )
original Russian sitcom to become genuinely popular following the successful localization of
The NannyandWh o 6 Boss Ihfalows the lives of the Vasnetsov family, the father Sergei
and his five daughters: Masha, Dasha, Zhenia, Galina and Paulina (called by the diminutive
Pugovka). The series is a conventional situation comedy in most ways, employing fairlydstandar
scenarios, mostly centering on work, relationships and domestic life. Each episode tends to have
a selfcontained story arc, although the series alsshasralongoing plot lines. The series
proved very durable for STS, running feundred ten episodethough the later seasons saw a

sharp decline in ratings.

The second series | analyze i sKuahma(Thef STS6
Kitchenr) (20122016. Set in a French Restaurant in Moscow, the program is the most expensive
television sdes ever produced f@TS.The series at times appears to be going out of its way
not to appeatoo RussianOn the wholeit seems that STS has tried to create a series aimed at
both the Russian market and the growing trade in scripted formats. As sigetals a shift
towards creating products that do well in Russia and the former &bt but are also
amenable for eventual sale as formaitee Kitcherseems to be the culmination of everything

learned by STS since it started working in the sitcomregeoth with Sony and independently.

The sixth chapter examines STSO0 most signi
Broadly speaking the channels resemble each other in significant ways. Both broadcast many of
the sameypesof programs with a partidar emphasis on comedy genres. TNT is, however,
owned by a state compa@azprommedig but remains an afterthoughtth regards tgolitical

communication. In that sense, the network presents one of the paradoxes of the authoritarian
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capitalist system. Wle its ties to the state are cleaiisinot usedor propaganda. TNT is

allowed to simply generate income by producing highly successiglammingwhich is

primarily a hybrid form of western genres like the sitcom. It has managed to create moas popul
programs for Russian audiences than its rival by focusirggitirer depictionsof Russian life,

albeit in a humorous way. The station is also far more controversiabFayand its series are

often the source afonflicts with the state. Wile STS arefully avoids the political arena

because of its weak ties to the state, TNT occasionally seems to use it to generate controversy

and drum up interest in its content.

The situation comedy is the genre that has brought TNT the most success. Therefore, |
have selected three series for analysis. The f
creating an original sitcom. The program callidver a Russian slang word famiversity
follows the lives of a quarteff Russian undergraduatesio share a dan room. Like much of
T N T éontentthe series is notable for the fact thaddtdressea male audience and contains
more overt sexual content, crude jokes and is less family friendly than the content on STS.
Univeris the earliest example of the netwaldveloping this type of series themselvesvds
producedrom 2008 to 2011 airingyvo-hundred and fifty-five episodes, and two spinoffs:
Univer: Novaya Obshagar University: The New Dormwhich has also proven very successful
andSasha/Tanyahich follows the lives of two characters after they graduate, marry and have a

child.

The second series that | will examine from TNT is the mockumentary style program
RealnyzPatsanyor Real Guyg2010present The series, whosstorytellingstyle closely
parallels those of the American sitcdftodern Family tells distinctly Russian stories. It comes

from one of the most important studios in the Russian industry, GoodN\séalig. Rather than a
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series sein the heart of Moscow, with characters who live relatively elite lifestyles, the series

focuses on a group @forking-classRussian men entering adulthood who live in the dingy,

neglected suburbs of the capital. The focdusot he seri es is the daily s
RussiaRussians clearly make the serier Russiansand the stories it tells are so distinctive to

the country that it is totally unsuitable for the export market.

The seventland final chapterfo t he di ssertation | ooks at RLU
network, Channel One and two of its recent series. While the sistaownoutside of Russia
for its proKremlin newsprogrammingit also produces some of the most acclaimed dramas in
the Russiarspeakingvorld. This chapter examines the somewhat strange npxogfamming
that Channel One produces, particularly looking at the way that it has incorporated global
formats into its schedule, before turning to two drama prog&irkela(Schoo) andMetod (The
Method. Both of these programs represerth e n e t wtowatkdbgingsa broduder of
complex television melodrama modeled on similar Western programgsheXsopranos, Dexter,
House of Cards These dramas are well produced, well written@ndpelling, but also
contradictory. While they appear on a station whose leading executive has close personal ties to
Vladimir Putin, the fictionaprogramminghat it produces often puts it at odds with the official

image that the Putin government wam$ortray.

Themes and Implications

| argue that typical accounts of Russian media as merely serving the interests of the state
are overly simplistic. The expectation that television channels or production companies linked to
the ruling elite creatprogranmingt hat suppor t s t hadonBuldingefiortsgov er nn

while commercial stations use their platforms to criticize the stpiods shown to be
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erroneousOftenstateowned and stataffiliated stations whose leadership has strong ties to

Putimdbs 1 nner @rogrammiaghgt remesants key Russian institutions negatively

while commercial networkgenerallyproduceapolitical programing unlikely to attract the

attention of the state. Along with the internal dynamics of the Russiasty, this project

examines the role that global media have played in the development of the Russian television
industry in the posBoviet era. This dissertation argukatcontrary to theories of cultural

imperialism prominent in the fields of politicat@nomy and cultural studies, the global
television industryés st r onWestertvaluesnid Russia,buit e has
instead transferring industrial and production practices. Therefore, this project significantly
complicates notions dfow television industries function in an authoritarian capitalist state, with

important implications for those examining media ineotstates with similar systems.
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Chapter 1 Global Media: Trends and Theories

Global media studidsastwo main historicalraditions. Broadly speaking these
intellectual traditions can be described as polittcainomyand cultural studiesolitical
economyis the oldest. One of the main tenets of political economy is that the global circulation
of media texts is part of a Wern system of cultural imperialism and domination. Scholars in
this tradition argue that the West has shifted the focus of its imperialism from the sphere of
conquest andmpireto the realm of soft power. What they essentially argue is that the West now
spreads its ideasalues,and institutions, primarily through culture, though increasingly this is

taken to mean the Westodos powerful film, telev

At the other end of the spectruarecultural studies with a greater emphasigte@multt
directional flows of media products between regions. There is also a significant and growing
body of scholarship on issues of hybridity and other types of transnational cultural flows. These
approaches tend to focus on issues of textaivocalty, audience agency to interpret texts
apart from the dominant paradigjsn d mor e recently what Annabell
complex syncopation of voices and more complicated media environment in which Western
media domination has givenwaytomplli e act ors and f 'Dhigs of medi &
approach tries to move away fromvall-establishe@enter versus periphery models. It
emphasizethe emergence of competing centafrsulturalproduction and cultural power in the
current media environmerBoth the political economy model and cultural studies are concerned
with the disproportionate power and influence of Western media. Of particular concern is the

dominant role bthe American media industrieddow developing countries such as Russia,

Annabell e Sreberny, fAThe GI obal an dMediataed Clultaral Studies:n | nt er
Keyworks ed. Meenakshi Gigi Durham and Douglas M. Kellner, 2nd ed. (New York: VBilagkwell, 2005), 6017
8.
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China,India, and Brazil, all of whom have large populations and thus large internal media
markets, interact with transnational media, particularly large studios like Sony, Disney, Warner

Brothers and Comcast Universal is an increasingly important and complestiqn for scholars.

Within culturalstudiesthere is also an emerging area of studaked mediandustry
studies. Iseekgo move away from Aroadtop-down examination gbolitical andinstitutional
structures or broad studies of texts to more nedmunderstandings of the everydkegision
makingprocesses that take place within media industries. This view is not oblivious to the
guestions of media imperialism or those of increased globalization and global flows of media. It
also seeks to understithe minute details of everyday decision making made by media industry
workers at various levelgyhich ultimatelyinfluences cultural production. In the rest of this
chapter, | will explore what these different approaches can offer my project andeyomuitfint

help to better understand the particularities of the Russian television industry in the Putin era.
Political Economy of the Media

Political economy, whose noteworthy contributors include Herbert Schiller, Noam
Chomsky and Edward Herman and mooatenporary scholars such as Robert McChesney,
Toby Miller, Nitin Govil, John McMurria, Ting Wang and Richard Maxwell, has been an
i mportant current in contemporary studies of
one of the earliest scholgrtextsthat tried to understand the central role of the American media
industries in the global cultural economyhe model that emerged from these studies is one that
is primarily a center and periphery modelthis model, the West is at the centethed global

cultural economy, and its influence flows out like spokes to the marginal countries of the

2Mi chael Curtin, AThinking Gl obal |l y MedRiIndusiriesBlistarya | mper i a
Theory, and Methqcded. Jennir Holt and Alisa Perren (Malden: Wildlackwell, 2009), 109.
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developing worldThe core concern was that uneven power relations between the West and
economically weaker regions would lead to cultural homogenizaften described as a form of
culturalimperiaism As Chri s Bar ker notes fAtelevision a
Westernoriginatedproject and continues to be dominated economically by Western and
particul arl y Amer iFo hispargloho fiominson arques what the cordcept

of cultural imperialism is inherently unidirectional, in that the very word imperialism requires
domination of one group by anotH&¥lore than simply beingultural containers, the texts that

come out othe West are seen by political economésgshe bearers of a particular set of

ideological propositions. McChesney is particularly concerned with the role that media plays in
disseminating Western ndiberal ideologies globally.Thisi s o f t p o wheWesttoa | | o ws

spread its ideology, perhaps best described ativeral capitalism, around the world.

For all of their analytical prowess, political economists remain ensconced in the classical
Marxist understanding of the society and ecoitsras a basand superstructure relationship. In
classical Marxisaccountsthe economic base ultimately shapes the superstructure, which is
essentially made up of institutions like the family, thedia,and religion. These institutions get
their ideological forms fsrm the base then maintain the base by constanithseceibing ideology
in the subject§.For political economy, if a cultural product comes from a capitalist country, like
the United States, it inherently carries its ideology with it wharéwoes. h effect, cultural

imperialism is a way of bringing groups on the global periphery into the capitalist system by

3 Barker,Global Television5.

4 John TomlinsonCultural Imperialism: A Critical Introductior{Baltimore: Johns Hopkins University Press, 1991),

176.

5 Robert McChesneyhe Political Economy of Media: Enduring Issues, Emerging Dilen{ie® York: Monthly

Review Press, 2008); Edward S. Herman and Noam Chomitelyfacturing Consent: The Racal Economy of

the Mass MedigNew York: Pantheon Books, 2002).

SlouisAl t husser, fAldeol ogy and Litecirg BheooygAn Arghologed. dutieRividnp par at u
and Michael Ryan (Malden: WileBlackwell, 1998), 294304.
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instilling in them the values of capitalism. Armand Mattelart expresses this view in his 1972
bookHow to Read Donald Duackhich examined the spad of Disney cartoons as nothing more

than containers of Western ideology.

Political economy is problematic fseverareasons. Desmond Hesmondhalgh suggests

that the central issue of dApolitical economy

contradictions i n c alpésseack, hesshyingrtleatpoliticalgaormomhyu ¢t i o n .

ascribes both a teleological purpose to media production and assumes that ownership of media,
by either individuals or large corporations ultimately meanstkigaideological agenda of those
entitiesis carriedout exactly as they intend. Such perspectives miss the numerous negotiations
that take place in large organizations of any kind. Russian television networks, global companies
like Sony pictures and the Bsian state, all broadly speaking, have agendas that they promulgate
while also navigating the shifting demands of the market. While we might reasonably say for
instance, that it is Vladimir Putin and the members of his inner circle that set the general
direction of television messages in Russia, only rarely Baés,or one of his closest associates
deal with such decisions directRresumablyit is bureaucrats that make small scale choices
aboutc ensor ship rat her Thelsane isdubtless trué &f the nmedi;a r c i r c |
companiesince industry workers make decisions based on their understandings of the
conditions on the ground. These may or may not be fully in line with the design of powerful

actors and institutions.

Cultural Studies

‘David Hesmondhal gh, #APolitictsri &@d eReaMedialmosmiesdtstodnod i n
Theory, and Methqgded. Jennifer Holt and Alisa Perren (Malden: Witackwell, 2009), 249.
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Culturd Studies emerged from the University of Birmingham where scholars from the

Center for Contemporary Cultural Studies plagddading rolen developing the field.

Academics in the United States, and to a lesser extent in Canada, adopted it as ametternati

the field of political economy and the administrative/effects model of media studies that had

been dominant particularly following the work of Paul Lazarsfeld and Elihu Kgtte. work of

scholars in both these fieldshile interesting, ultimatelwas focused primarily on news and

more problematically always viewed audiences as passive recipients of media messages, rather

than active participants shaping the meaning ottmgent

It is primarily against the view of audiences as passive recgpagdmheaning encoded by

all-powerfulmedia elites that cultural studies initially argued. Several studies were particularly

influential in building an alternate understanding of how culture works. Notably, cultural studies

scholars began trying to reimagithe ways that audiences understand and receive media

messages. One of the most i mportant concepts

encoding/decoding in which he argued that tax¢ésencodewith ideological messagekiring
production but that aueihces couldlecodeghem inmanywaysbased orheir life experience,
socialclass and education as well as other factors. In some cases, they might accept the

dominant messages, accept some aspect of them or reject them 8 &tigbequent

investigatos such as David Morl ey and Charl otte

current affairs prograiNationwidec onf i r med aspects of Hall

in separate books and later combined into one volume, showed that the vesncaudembers

8 Elihu Katz and PauFelix LazarsfeldPersonal Influence, the Part Played by People in the Flow of Mass
CommunicationgNew York: Transaction Publishers, 1966).

°Stuart Hall, i E rMediadandrCglturél Stadest Keyveprlkel. Mieemakshi Gigi Durham and
Douglas Kellner (Malden, Mass: WiledBlackwell, 2001), 16676.
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read the texts was even mor Korleyomparticelatfouncth an Hal
that people might read a text one way at home with their families, but produce a slightly different

reading in a different social situation, for insta with male peer$.

Cultural studies scholars have also been prominent in advocating for an understanding of
popular cultire as being more polyvocal thaither political economy or effects research would
allow. The work of John Fiske is particularlytable in this regard. Particularly in
Understanding Popular Culturdne assigns a great deal of power for producing the meaning of a
cultural text with the audience. Fiske borrows the idea of culture as a form of guerilla warfare
from the French philosoph&lichel de Certeau, to argue that audiences and producers are in a
constant struggle to define the meanings of their products:isioe,audiences take the products
of the cultural industries and generate new meanings out of them, temporarily occubtyireg ¢
territory. In their work to commodify everything, cultural industries eventually appropriate these
unauthorizedeadings and turn them into commaodities that they can sell for profit. Essentially,
according to Fiske, evanassproducedorms of cultire are polyvocal in that audience can

create out of them a range of meanihigs.

Other important studies have sought to verify the idea of tegtlgbocality by asking
audiences how they interpret what they are seeingafdiementioned studyy Morleyand
Brunsdon is a prominent eaxample buhas been followed by many mo#mong the more
famous and influenti al WatthngDales e ds KadizeandelLee
The Export of Meaning: CrosSultural Readings of DallaBoth studiesemerged out of the

enormous trangational popularity of the evening melodrabBallas. Genuine fears had been

10 Charlotte Brunsdon and David Morlelhe Nationwide Television Studig®ndan: Taylor & Francis, 1999).
11 John FiskeUnderstanding Popular CulturéNew York: Routledge, 2010).
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expressed, particularly in Europe, that the popularity of the program would lead to the
Americanization of cultures all ov¢he globe as they nsumed iinstead of locally produced
content. Angds study, which involved intervie
Netherlands, led her to the conclusion that such fears exaggeratesince the women she
interacted with expressed a variefydifferent reasons for enjoying the program and primarily
understood the program through the lens of their experiéhBgdz andLiebestook a similar
approach showing the program to people in Israel, many of whom were immigrants from
different parts othe Jewish diaspora community. Their findings suggested that rather than
carrying some prexisting meaning, viewers tended to understand the program based on their
pre-existing cultural codes. For example, recent immigrants from the communist blodeountr
interpreted the program as a critique of the excesses of capitalshile these studies are not

by any means an exhaustive list of this type of research, theoarein the field. This study

does not primarily deal with audiences since most oaudience information is limited to
televisionratings. Itis, nevertheless, important to mention these studies since they support the
thesis that textual meaniignot fully determinedby the elites that produce theithe absence

of in-depth engagementith the Russian television audience should not be takerean that
audiences are unimportant. While most of the major decisions about what appears on television
occurs at the level of the elites, audiences can still impact programing in significant ways.
Programs with low ratings are routinely cancelled and many of the major studios and networks
also now uséocus groups to test prograrnefore they are widely broadcast. An example of the

of this use of focus groups appears at the end of the documErpasting Raymonavhen

21en Ang,Watching Dallas: Soap Opera and the Melodramatic Imaginaffitew York: Routledge, 1989).
B Elihu Katz and Tamar Lieds, The Export of Meaning: CrogSultural Readings of Dalla@New York: Wiley,
1993).
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American producer Phil Rosenthal reveals that the original lead actor for the series was replaced
after focus groups reacted negatively to Hunsequentlyas in other capitalist media systems,
audiences matter because the succetslore of a network is predicated on attracting and

keeping their attention.

Beyond the level of the text and the audience, cultural sthdggso been a significant
force in examining the role that industrial and broader cultural factors pthg production of
media texts. Perhaps the most famous of these is the examination of the Sony Walkman by a
group of scholars led by Paul du Gay who developed a model for studying products of the
culture industries. It examined five interconnected nodastéken together formed the ultimate
meaning of a product. They identified these nasegulation, representation, identity,
production,and consumption. Their assertioasithat it was only when dhese aspecisere
takeninto account that one coufdlly understand the cultural meaning of a product. For
example, their study looked-olepth at Sony, the company that produced the Walkman, and the
many negotiations that took place within the company in the production of the davice. |
particular, it eamined how Sonpositioned itself as a Japanese electronics company making a
product for the rest of the world. They looked at some of the design choices that were used to
make the product more appealing to consumers. They also studied the way thattheaieg
to be a source of both elite consumer status and a way to affirm identity through the private
consumption of music. What is most notable about this study is that rather than focusing on one
aspect of a cultural product as many studies tend tib tied to understand it as broadly as
possiblet* The model that they proposed has been adapted by others who have sought to refine

el ements of the Acircuit of cul turedo in order

¥ pPaul du GayDoing Cultural $udies: The Story of the Sony Walknf@housand Oaks: SAGE, 1996).
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models are meant todk at cultural products from the processes that are at play in their
production, to their consumption and how they are used to generate idénfitiesindustrial
dimension of these types of circuit modetsbeen particularly influential on critical dia

industry studies and studiesgibbalizedmedia.
Globalization of Media

With the collapse of the communist Eastern block an@peaingof much of the world
to globalization, cultural studies also began to consider the problems posed by thestcdnsfe
media products between different parts of the walattin, a leading researcher in this field,
suggests that the "globalization of mediaé sh
homogenization or western hegemoimgteadit is part of darger set of processes that operate
translocally, interactively and dynamically at a variety of levels: economic, institutional
technological and ideologicat®At the core of these understandings of globatliaflows are
arguments and assumptions alibwet changing roles of transnational corporatioagionstates
and other cultural actors. Specifically, many of the theorists in this line of thinking see the
nationstate as an increasingly problematic and unstable social formation nibdbisgera
sufficient context forexaminng media industries. Globalization they suggest transcends and
problematizes the very concept of the natteite beaase as Michael Hardt and Antoniegri
suggest globalization has "no territorial center of power... it ecamtered and deterritorializing
apparatus?” It follows that if there is no centrabdeand no "core" of the global cultural

economy, then it no longer makes sense to use a conceptual framework that broadly relies on the

BJulie Dbébacci, fACultural Studies, TelTelevisisnAtenTV&t udi es,
Lynn Spigel and Jan Olsson (Durham: Duke University Press B2oRkd), 41845.
®Curtin, AThinking Globally: From Media | mperialism to

7 MichaelHardt and Antonio Negrizmpire(Boston: Harvard University Press, 2001), xii.
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idea that the powerful statestbe developed world, mostly the United States, are somehow
imposing their ideological, political and economic systems on the rest of the world. As Arjun
Appadurai puts it "The United States is no longer the puppeteer of a world system of images, but
is only one node of a complex transnational construction of imaginary landsc¢apamkers in

this tradition see the world as increasingly multipolar especially when it comes to media.

Appadurai 6s work has been part sfemsullear | y i
proposes that the globalized world no longer operates along the lines of direct bilateral
exchanges between natistates He argues instead thiie system of globalization is
characterized by a series of complex, multidirectional "flows" tisaugt ideas of fixed political
boundaries. He identified five aspects of the global cultural flow that he tecagses’ He states

that there are:

five dimensions of global cultural flow which can be termed: (a) ethnoscapes; (b)
mediascapes (c) technopes (d) finanscapes; and (e) ideoscapes. The $usfifape

allows us to point to the fluid, irregular shapes of these landscapes, shapes which
characterize international capital as deeply as they do international clothing styles. These
terms with the commmosuffixi scape also indicate these are not objectively given

relations which look the same from every angle of vision, but rather that they are deeply
perspectival constructs, inflected by the historical linguistic and political situatedness of
differentsorts of actors: natiestates, multinationals, diasporic communities, as well as
subnational groupings and movements (whether religious, political or economic), and
even intimate facéo-face groups such as villagegighbourhoodsand familiest®

The "sapes" that Appadurai describes are, fundamentally, the movement of ideas, technologies,
capital, and people thawenty-first-centurynationstates are powerlesscontrol fully. For
example, the Russian government could not really hope to stop thefftéatllywood products

into the country. Efforts to curtail their own people from consuming global cultural products

BArjun Appadurai, ADisjunctur e d&ilolohl CDlure:fNationalisnec,e i n t he
Globalization and Modernityed. Mike Featherstone (Thousand Oaks: SAGE, 1990), 4.
191bid.
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would likely end in the population finding alternate means of consumption via the internet. Nor
is it simple for any one country to stop tie@wv of illegal migrantscapital and ideas into their
territory. The idea of "scapes" also suggests that the global circulation of culture is no longer a
uni-directional "West to the rest" process dinatwhile global forces are undoubtedly shaping

thelocal, the local also shapes the global.

Adding to Appadurai's notion of global flows of culture as usurping the nstaia,
scholars such as Andreas Hepp and Nick Couldry have argued against using thetatatias
the base unit of media studf@Studies of media have traditionally been delineated along
specifically national lines. Scholars, particularly those who happen to study films and television
from specific national contexts, have tended to class their studies along the line of the country
that they are examining. For example, studies of Chinese, Soviet/Russian or Indian films have
normally considered those within their separate national categories rather than how they interact
with the rest of the world. What Hepp and Couldry argue is thainsaare no longer, if they
ever were, sufficient categories of explanation since every rstti@ is constantly interacting

and taking on elements of other cultures globally.

The idea that the natiestate is a less and less sufficient locusstadyappearsn much
of the recent work on gl obal medi a. As James
contributed to a rewriting of media history in which the nati@s portrayeas culturally

constructed r &Curtie,rin particidanmalkes agp impogtant contribution to this

Ni ck Couldry and Andreas Hepp, fAWhat Should Comparat.i:\
Transcul tur al A ppurrceadntdihationalinddMedia Siudi€rd. Daya Kishan Thussu, 1

edition (London ; New York: Routledge, 2009), 36.
2’James Curran, ACul tural T™edamndyCultaral Theddedr Jarees Cutranlarelr al i s m, «
David Morley, 1st edition (New York: Routledge, 2006), 131.
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line of thinking when he argues that increasingly the central locus of the media studies should

not be the natiostate, but instead what he calls "media capitZIBy thisterm, Curtin means

several large, cosmopian cities where media industries have centralized their operations.

These have tended to be, to some extent, clustered around particular lecentiaged markets.

For example, according to Curtin, Hong Kong serves as the central point for production and
distribution in the Chinese cultural space that encompasses Mainland China, Hong Kong, Taiwan
and the Chinese diaspora living around the world. Mumbai serves as the central node for the

Indian media industry and Miami for tiSpanishspeakingvorld. Thoudp Curtain does not

mention it specifically, Moscow is clearly the media camfdRussia and the Russian diaspora
l'iving in the former Soviet Union and further
is that in the increasingly globalized Mawe can no longer speak of large media environments

that are limited to the borders of a particulationstatesince they often serve scattered

groupings more connected by language and culturedbiatained within borders. Therefpre

Curtain wants tshift the focus of media studies to the places where nediade He contends

t hat fAmedia capitals, then, are sites of medi
interact. They are neither bounded nor-selfitained entities [rather they are] meting places

where local specificity arises out of migratiémeractiona n d e x ¢Aremefgre, weécan

think of a media capital like Moscow as a place where global and local forces interact and where
global influences are mediatea suit the tastesf Russian audiencdgfore themselvdseing
disseminatedo Russian speakers in the courandthe diasporic community. It is in Moscow

that global media influences encounter the power of the Russian state, whether it is through

2Mi chael Curtin, fAMedia Capit al SelevisiowmAfterdTYed LynnGpigeg r aphi e s
and Jan Olsson (Durham: Duke Unisi¢y Press, 2004), 27803.
23 |bid., 273 74.
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explicit censorship orgssive forms o$elf-censorshipMoscow dominates the modern Russian
mediascape with all but one of the major Russian television channels based in the city. Virtually

all major studio space in the country is also located in the Moscow réd@etween thenajor

studios in Moscow and the few channels and studios in Saint Petersburg, the majority of the

media infrastructure in the country is centered in the two glidstcities in the country. As a

result the mediation of world culture into Russiapassessait | y t hr ough the coun

which also houses its government and bureaucratic apparatus.

Curtin does suggest that media capitals are always somewhat contingent. He notes that
after Hong Kong, the major media capital for Chinese speaking coumtasseturned to
Beijing, Taiwan andingapordried to establish themselves as competitive alternatives to the
Special Administrative Region. While these attempts ultimately failed and Hong Kong remains
the most important center for the production anttiistion of media content in tH&inospherg
Curtainsuggestt hat Hong Kongdés position is by no meal
possibility that it may one day be usurped by another cé&her. Russia, with Moscow as its
primary media center, it sesmnlikely that another center could challenge it in the foreseeable
future. The other major centers with numerous Russian speakers seem unlikely to want to create
a great deal of Russian media. Saint Petersburg has the most infrastructure outsidewf Mosco
but it is not significant compared to theoductionspace in the capital. Centers outside of the
Russian Federation, such as KiMinsk, andRigathat have larg®ussianspeakingpopulations
find themselves in countries that are either repressive, postile toRussiaor some

combination of these traits. As suitieyseem unlikely to become centers of Russian media

24 The only major Russian network found outside the capital region is Channel Five Petersburg, IdbatEadiint
Petersburg. One of the few major studio spaces outside the capital, Lenfilm, is also located in Saint Petersburg.
®Curtin, AMedia Capitals: Cultural Geographies of GI| ob:
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production. The Russian market is large enough in economic terms to be an attractive target for
media producers in oth&ussiarspeakimg regions, but it is not entirely clear how such

productions woulde receivedn Moscow, where all of the distribution within the Russian

market takes place. Therefore, for the foresedaklee, Moscow will remain the primary center

of media productioor the Russiarspeakingparts of the world.

| agree, in principle, with the overall contributions of Appadusigpp and Couldry and
Curtin. Their argumentghat in an increasingly interconnected world that the negtate as the
basic unit of studyn media studies generally should matter &ss for the most part,
compelling For these television scholars who mostly operate in a western, developed, globally
integrated, free market, capitalist society this desire to move beyond the stat®ashte basic
unit of comparison is understandable. Particularly looking at societies like Canada, the United
Statesand The European Union, where to a large extent economic and cultural integration into
global markets is a process that has been taking plasevferaldecades moving beyond the
nationstate is understandable. mch a context, the natiestatecannotbe totally discounted
but to a degree, they are far less important than they were. It is indeed true that the world is more
linked than in thepast, and as | will show in the chapters that look at theisgdevnetwork STS
and Sonyeven Russia is starting to integrate with the global media system and is increasingly
importing texts and localizing other cultural technologies. Russia is noffdtdra the global
cultural economy in the way that it was during the Cold War; it no longer represents a parallel
media system to that of the West. It is, however, notable that the Russian experience remains
quite different from that of Western countridfie key difference between the experiences is a
result of authoritarian capitalistWhat is clear in looking at the Russian experience is that

despite significantultural changes, Russia has not become a liberal democracy, and in fact is
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different enougtirom Europe and America that it is difficult to compare them on a one to one
basisAs | van Kr as-medernisan; ppahatianalishP and gecularism are making
[the West] different from the rest of the world, not making the rest of the worldlikef¢he

We s #°Thisdincreasing divide between the West and the rest is doubly true of Russia which
frequently frames itself as being in opposition to the West. Western stadiasmodelsmake
sense pmarily in states that follow neliberal, democrac models of economics and
governanceThey need tde carefully modifiedn states that have certain similarities, (i.e. are

capitalist) but also where key differences such as authoritarian models of governance exist.

As | show in chapter twan the Rusian television industry, the state plays an outsized
role. It directly or indirectly owns parts of the four largest television channels in the country. At
the network it completely controls, Rossiya One, the state sets the aggadfingwhat genres
andwhat themes the network will produce. Arguably even networks that are privately owned
remain tied to the state, to various degrees through a web of ownership by Putin aligned
oligarchs. The private networks and their production partners are constatigtenpwhat the
state will allow and what might create a conflict with official state actors, primarily in the
bureaucracy. As much as possible thegidthose areas. There are certain topics that are simply

off limits.

While there is significant debategarding the continued importanakthe natiorstate,
nations andhei d e a mafionalotheyrerain important concept®ne of the central
arguments for the continued importance of ideas of the nation comes from Michael Billig who

views the natiors being constantly reconstructedgsmall,banal utterances that permeate the

%l van Krastev, fAAuthor it ar Pdioy Re@Qieymd. 172 (May2012)\o8.r sus Democr :
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media system. He suggests that nqfostpemsdnl vy, [ t he
plural;andd hey situate o6usd i n t he Naionhoeds thexcdntewti t hi n
which must be assumed t o umfdlbertMoranmekessao many b
similar case that while televisionl®ing internationalizedt is probably too early to write the
obituary of the nationSpeaking of television formatlse suggests that:

nationhooccontinues tde inconspicuously suggestedhe interstices of format

adaptation$ in a detail ofcolor, a quiz question, an outdoor setting, a story situation, an

accent a theme song and s@ oNationalism has constitutedbedrock of television in

the past this [is] by no means superseded by the cultivation of other formations.

Instead, in an era of a rapidly changing international television landscape, TV formats

continue to anchor their adaptations in the ongoingyealib f t hé® nati onal . 0
Moran is arguinghat despite the spread of television texts and other cultural technologies the
vast majority of peopledbs experiences even of
context. The nation is still the cultulahs through which people experience dgiabal and thus,

most things remain mediated through a lens of national understanding.

Both scholars point to the continued role of cultural texts in shaping the national. The
process of constituting the natidiraugh the production of symbolic culture is particularly
relevant in the case of Russia where television is the most important and widely consumed
medi um. Benedict Andersonds theory that natio
the mostwidely¢cied conceptualizations of the nation a

Anderson imagines that media allow geographically and culturally dispersed populations to

27 Michael Billig, Banal Nationalism 1st ed. (Thousand Oaks: SAGE, 1995), 175.

2Al bert Morange MNReaonal i Pg otgh amme For mat s, I nternati o
in Television Studies After TV: Understanding Television in the Bastdcast Eraed. Graeme Turner and Jinna

Tay (New York: Routledge, 2009), 158.
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envision themselves as connecteHlis focus on physical products highlights the istyo

connection between the nation and material culture produced by cultural industries. Although
Ander son6s newspapgmhdehe novd, areprobably no longer sufficient as
explanations for the conti nuedcomamuntietnya,néc et hoefi
displacement does not mean the end of the nadi®donathan Gray and Amanda Lotz state
Atelevision remains one of the most power ful
presenting and hence creating images of the nafifemnato n as such wi | | 6occu
t he t el evi?38Infachthisisuedactly thecaegdment made by both Michael Billig and

David Morley. Billig conceives of the nation as being sustaineghicyo-signalsthat are

implanted everywhere in thesdiourses that circulate within it. He points to moments as

insignificant as a newscaster on television referring to the natibnaaghus' implying that

everyone addressed is a part of that indivisible culturaftiMorley, for his part, suggests that
broadcasting in the United Kingdom quickly supplanted print media in shaping national culture

and supports Billig by pointing to the national broadcasts as moments that generated national
consciousnes& These moments of national cultural production areeality, moments where

the power of the state, of corporatipassome mix of these are working to generate common

visions of identity. Pdicularly in the Russian casijs primarily thestateor stateaffiliated

actors thaauthorii n a t i o ntadrefore Weeseetpewer being used to move the population in

a particular direction.

29 Benedict Andersorimagined Communities: Rections on the Origin and Spread of Nationali@dew York:
Verso, 2006), 67.

30 Jonathan Gray and Amanda D. Lotelevision Studie@Malden: Polity, 2011), 81.

31 Billig, Banal Nationalism

32 David Morley,Home Territories: Media, Mobility and IdentifiNew York: Routledge, 2000), 107.
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The power of television as a cultural medium in Russia is considefaigerding toa
recentreport, by 2014 ninetpine percent of Russian households owned at |e&stedevision.
On average Russian households had 1.7 televisions per household, making it the most widely
distributed medium in the count?yA report from the European Audiovisual Observatory stated
that Russians watched on average three hours anesiortyinutes of television each day, one
of the highest levels in Eurofre 20103* Combined with the fact that since 1998, Russian series
have completely displaced import programs in prime time, it is logical to assume that Russians
now see messages aimedham specifically®® It is reasonhle, therefore, to sapata post

Soviet cultural discourseas emergedn Russian televisioff.

More evidence of the continued relevance of the nasidoundin research by scholars
that look at other countries with thoritarian capitalist systems. Russia's most noteworthy
comparative exampleistiee o p| e 8 s R e p udoihgiagaingi fiotio@shthatn a . A
globalization andnarketization, in particularlead to a decline in the importance of Chinese

nationalism, YingZhu notes that allowing

commercanto China does not mean taking the Chinese state out; the financial base has
changed without substantially reducing the
exercise ideological and moral oversight of the mddiéact, what we have witnessed in

the last few years is the reassertion of content controlcoeyrdinationof legal and

33 Anna Vorontsova and Xenia Leontyelvacus on the Audiovisual Industry in the Russian Fede(&imsbourg:
European Auidvisual Observatory, 2016), 13

34 Svetlana Vodyanovd,elevision and On Bmand Service in the Russian Federa(i®ttasbourg: European
Audiovisual Observatory, 2011), 25.

35 Anna Kachkaeva, llya Kiriya, and Grigory Libergaklevision in the Russian Federation: Organizational
Structure, Programme Production and Audief8&asbourg: European Audiovisual Observatory, 2006), 91.
36 Sada Aksartova et allglevision in the Russian Federation: OrganisatioB@ucture, Programme Production
and AudiencéStrasbourg: European Audiovisual Observatory, 2003), 79.
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administrative means supplemented now and then by personal interventions from top

leadership’’

He adds that three different sets efjulation have essentially given the Chinese government

control of drama production from conception to productfofhe Chinese leadershiyas used

their control of the medium toreate texts that address different social questions as they arise.

For exampe, Zhu states that many of the pdsananmen series focused on Chinleiséorywere
explicit attempts to pr3Essentally, tnhsattemptwbattie f fAcl e
official corruption the Chinese establishment enlisted televisd poduce heroic storiesf

uncorrupted bureaucrats. According to Zhu, television dramasatsseeen used to create

discourses around the rise of organized crime, and questions of political reform. According to

Zhu, this is by explicit design since the @bse state sees television series as a way to allay

specific worries and promoteattitional Confucian values. Therefpeuthoritarian capitalism

tends to create television programs that seryv
Hybridity, Cultural T echnologies

Whenexamining a late entrant into globalization llRassiajt is important to understand
how a local culture makes sense of and integrates elements of global culture. The mixing of
cultural elements through the processes of globalizétioalledhybridity. As Jan Nederveen
Pieterse suggests, hybridity is ultimately useful in breaking down notions of cultural purity and

reducing the dependence of national cultures on prelapsarian purity narratives for their self

37Ying Zhu, Television in PosReform China: Serial Dramas, Confucian Leadership and the Global Television
Market(New York: Routledg, 2008), 11.

38 bid., 5.

%1bid., 31.
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definition*° By pointing out that no culturis pure and untouched by another and that for all of
their differences they are constantly taking on aspects of other cultures and transforming them
for theirown purposes, hybridity suggests a path forward for understanding how cultures interact
in the gbbal age. Pieterse is also explicit in suggesting that in resisting the influences of global
cultures one of the only tools available to a grouping of people is to fall back on a narrative that
views the origins ofhat cultureas a pure ideal, unpollutéy outside elements.Hybridity and

the pushback against culturatlusion thereforegxists in a dialectic of transgressing and
reasserting cultural boundari@$aturally,this takes place in the creation of discourses of

inclusion and exclusion, both people and ideas.

Pieterse also suggests that there are several distinct modes of hybridity that are possible:
asymmetric, symmetric and with or without centéré/hat he admits, however, is that for both
symmetric and decentralidéybridity it is difficult to think of concrete real world examples.

Therefore, we can conclude that hybridity is both an asymmetric process and one that ultimately
exists in a centemargins relationship. The case of Russian example of this type of hybridity.

Russian culre today is being heavily influenced by Western culture. American films dominate

the Russian box office week after week, McDon
Russian cities, and consumer goods and electronics such as the Apple iPhdrexzbmeehigh

status products. It would be impossible to make the case that Russian products or cultural texts
have had the same amount of influence on people in the West. As a result, Russian culture is

encountering, and taking on elements of Western @uitua very uneven way. As a Russian

40 Jan Nederveen Pietersglobalization and Culture: Glbal Mélange (Lanham, Md: Rowman & Littlefield
Publishers, 2009), 100.

411bid., 93 94.

42 1bid., 108.
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television executive suggested in an interview with Variety Russia, Hollywood sets the trends,

Moscow follows Hollywood and Russia follows Moscéiv.

The above, however, only suggests the general outlines of an idgarfity and why it
adequately describes the way global cultures are interacting without speaking to it in specific
detail . Mar wan Kr ai dy o6s wo hdndiousefutfar Hescahing | hybr
the process of cultural mixing that is cemtly transforming the Russian television landscape.
Essentially, hybridity exists when a text enters into a foreugture and people blend it with
el ements of the indigenous culture. Kraidy ar
are dscrete and separate entities, historically unchangimgesinto which birth alone secures
me mb e r *$Imsieqrl hedproposes that cultures are constantly being shaped by other cultures
they encounter, a process that has increased exponentially intinggnksspeed in the era of
globalization. Cultures, in his mind, are also constantly making use of elements of other cultures
that seem to resonate, but not always in the way that they were presented in the original culture.
Kraidy cautions, however, agest romanticizing hybridity. He notes that hybrid cultural
practices adopted by the creative class are not necessarily a form of resistance to globalization,
but instead are one of the many mechanics that enable its §p@aturally hybrid texts may,
but are not required to contain elements of opposition to global forces. He even goes as far as to
assert that fAas the cultural -Heogemani od W odwa:

intercultural relationships shape most aspects of culturaumixe 6 but i s careful t

43 Ksenia Boletskaya, Vyacheslav Murugov Televidefte Ne Kanaly Eto Khity [Vyacheslav Murugev
Television is Not About Channels it is About Hits], Variety Russia, October 4, 2014,
http://www.varietyrussia.com/tv/104-2014/vyacheslavmurugowtelevidenieeto-ne-kanaly-eto-khity/.

44 Marwan Kraidy,Hybridity: The Cultural Logic of Globalizatio(Philadelphia: Temple University Press, 2005),
161.

45 1bid., 148.
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idoes not mean that hybridit y*Gossequentiythea mount t
introduction of global cultural forms to Russia and their subsequent absorption into Russian

cultures are part of the procesgytdbalization. It is also worth noting that there are areas where
Russian culture has felt a need to push back against the increasing encroachment by foreign

cultures.

Having established a general sense of what hybridity entails, a more importargrgisesti
how texts that originate in one cultural milieu transfer into another. For the global television
industry,one of the key systems of cultural transference has been the fatbeat.Moran states
that a program f or mat variable @lamenisenra progoam dut @ which h a t
the variable el ements of “mtheimostidevelopgdifarrh, epi sod
formats include everything from: fAthe Bibleo
consultancy services, kdprints and set specifications, computer software graphics, titles, sound,
scripts, a dossier of demographic ratings, scheduling and related informatiain vadieo tapes
of programs and insertable foot#§d.he format represents the perfect mediuncidtural
hybridization since it provides all of the documents and services which make it possible to
translate the original text into a new cultural milieu, including all of the knowledge gained
through past attempts at creating localized versions ofrtigggm. While these localized
versions contain elements of local culture, for example culturally specific jokes, the core of the
program remains the same. The original text does not disappear, but rather prtamndgisaiz

while keeping its underlying iddogy and purpose more or less intact.

46 Kraidy, Hybridity.
47 Albert Moran and Justin Malbokinderstanding the Global TV Form@tew York: Intellect, 2006), 20.
48 |bid., 23 25.
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Formats have proliferated in the last quarter century as producers in many countries have
tried to find ways of minimizing risks and costs while still drawing significant audiences.
Formats, particularly in their soripted iterations have proven ideal in this regard. They also
provide a way for local producers to access proven content without ruafoingf the
increasingly stringent quotas on imported content in some important markets liké*China.
Roland Robertgwoinitially described the trend toward creating local versions of global programs
as fnglocalizationo a term he borrowed from th
adapt themselves to local business environmentslduision,the term haveenseenas

meaning a desire to blend global and local styles and cofitent.

JeanChalabysuggests thdbrmatsare a way for television producers to integrate the
success of global television products into their local markets while at the same time meking t
gl obal origins of these programs essentially
put in place to weave narratives and disappea
international to théndustry,but they are always localtoh e a u®dIn thatsensethéy are
potentially powerful hybrid forms. They carry with them some of the ideas and assumptions of
the culture from which thegamebut introduce those ideas to their new international audience in
a way that is accessibéend palatablen their work on the Flemish localization of the Columbian
Yo Soy Betty, la Feaanchise Adriaens and Biltereyst suggested that the process of creating a

television format involved both the reaffirmation of the national, in banal waygharapening

®Silvio Waisbord, dAMcTV Under st andi n gelavision & Sdwdvlechal Pop ul :
5, no. 4 (November 1, 2004): 3588.

®Rol and Robert s on, Spic&dndHHomdgeneitde ti eé@mo g elGlchaekModernitiesied

Mike Featherstone, Scott Lash, and Roland Robertson (Thousand Oaks: SAGE, 1985), 25

Jean Chalaby, AReflection |: Transnational TV For mat s:
Critical Studies in Television: The International Journal of Television StuBlje®. 2 (July 1, 2013): 55.
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of new vistas of debate. This dual process is achieved by exposing the audience to a type of
story-telling that ultimately is different from that to which they are accustothé¢hile the
melodramatic closed structure of the telenovetaainedseveral aspects were adapted to make

the series more acceptable to Flemish audiences. Specifically, more of the characters were given
in-depth back stories to make them mappealingand additional characters were added so that

there would be additionalarrative complexity?

Moran and Keane have been critical of the way that the format market has developed
noting that in many ways it has reproduced already existing power structures in global media
markets. Specifically, they suggest that most of teators and rights holders of large successful
formats were from either the United States or the European Union, with a few formats coming
from Latin America2* Their observation was, at the time, correct since most of the formats of the
time weregameshowsand talent competitions. However, in the intervenjears other media
centers have growin importanceOren and Shahaf note that Isré&ablumbig and the
Netherlands have become important suppliefsmhats but they do not yet match the scope of
major format producers such as Britain and the United Sta@snversely, Silvio Waisbord has
been particularly celebratory in his assessment of formats as a form of transnational culture. He

asserts that:

2Fien Adriaens and Daniel Biltereyses AGHdealtiuaédCiliel &I
Analysis of the 6Telenovell ed Sar a, Televisien &Newe Medig&3h Adapt a
no. 6 (November 1, 2012): 563.

53 1bid., 5509.

54 Michael Keane and Albert Moran, edgglevision Across Asia: TV Industries, Programme Formats and

Globalisation(New York: Routledge, 2003).

%Tasha Oren and Shar orGloshTelaveih Fornfats: nderstanding Telewision Across n

Borders ed. Sharon Shahaf and Tasha Oren (New York: Routledge, 2013), 3.
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the popularity of formats is more than just amottiend in an industry perennially hungry
for hit shows and eager to follow them. It reveals two developments in contemporary
television: the globalization of the business model of television and the efforts of

international and domestic companies to agti the resilience of national culturgs.

He argues that formats agesentiallyways for global media industries to penetrate markets that

prove otherwise resistard the products that thesell.

Moran in studying the way that formats deploy glokaims suggests that localization
and hybridization are part of the normal flow of media globally and are to a large extent
synonymous. He places hybridization below localization suggesting that it is one of the results of

the former He suggestthat:

localizationis central to the process of cultural hybridization: the blending of global and
local cultural forms, the constalnbrrowing,and meshing of styles and forms whose
originsare geographically located distant corners of the globe. Recent studaseh
stressed the significance of hybridization as a distinctive characteristic of contemporary
cultural processés As expressed in a variety of cultural forms, hybridization is

seemingly the dominant culturaf form in to

He stresses that the spread of cultural forms remains a deeply complex exchange where large
global players are forced to deal with local companies that are often dominant within that market.
The hybridization/localization of a particular text, or even a wadastellation of texts within a

genre, involves swapping out of culturadigecificmarkers. Moran suggests that:

Wai sbord, AMcTV Understanding the Global Popularity of
57 Albert Moran, ed.TV Formats Worldwide: Localizing Global Prograrfiéew York: Intellect, 2010), 58.
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localization needs tbe understood s a series of efforts to me
particular interpretatidryd aft laocsgplecarndcna
cultural signs that establish cultural distance between programs and audiences, and

instead developing markers tisignal commorbelonging>®

He stresses that in doing so, the producers, who he refers tieksegers, do not fall back on a

set of symbols that could be called official
coll ective culture shaped by a set of common
entails skedtcihom@ atuta 6p dretiinsclasd abautthempastandt i n  t |

mor e about >Ifblews thathgtsidization involves making texts relevant to

audiences by having it speak to their lived reality. Inwagy, it is different from simple

trarslation. It is a wayf keeping the core of the text intact, and monetizing it internationally

while bypassing the problem of what Colin Hos

by which they mean the difficulty programs haransitioningfrom one culture to anothé&?.

He also stresses that this kind of cultural exchange is padarhplexnetwork of
knowledge transfers. The companies that own the rights to formatted programs play an active
role in determining the overall shape of the progrmasultimatelybecome hybridizedThey
provide consultancy ararepresenbnthe sets of programs. They act in a teaching role,
especially in industries where there is little experience working with certain genres or where
there are different pattern§ groduction that may clash with the needs of a specific genre. These

consultancy services are not, as Moran stresses, padulifurallyimperialistprogram, but are

58 |bid., 65.

59 |bid.

Colin Hoskins and Rolf Mirus, fAReasons for the US Do mi
Programne s Maetlia, Culture & Societ¢0, no. 4 (October 1, 1988): 49&15.
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insteadmeantto smooth the transition towards glolpabgrammingand often lead to aoverall

skills buildup within local cultural industries.

Michael Keane, Anthony Y.H-ung and Albert Moran propose that formats and other
cultural texts are, in essence, types of cultural technol&tigsey define the term stating that
Acul t urlagyhastaenork direct connotation to television content if linked to the idea of
&nowledgeé about production, about marketing,

entertainment media are cultural technologies insofar as they aim to attraattgation, keep

your attention anein the case of commercial televisisme | |  your attenti on

adding that:

Cultural technology transfer has two edges. In a materia¢ seosltural commodity is
formed in another sers the success of ttemmodity leads to further dissemination
of the technolog§ cultural technology transfer entails looking at program flows through

the pragmatic lens of conteinternationalkation®?
They conclude that:

the cultural technology transfer modgl therebre,a way of bridging the gap between

moderni zation theory that supposes that

organizatiorcontribute to the inevitable transition from tradition to modernity, and media

imperialism, which has tended to see fgneprogramming as a threat to social values.

and

t o

mo

effect, the equat i oaulturastecmoldgy tarsferoftfarnaai g ht f or

51 Michael Keane, Anthony Y.H. Fung, and Albert Moralgw Television, Globalisation, and the East Asian
Cultural Imagination(Hong Kong: Hong Kong University Press, 2007), 88.
62 1bid., 88 89.
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licensing and appropriation depends on the environment in whikra@nsplanted

Sometimes it takespmetimest does n 8%t . 0o

They also note that a very important aspec¢hese kinds of transfers is that there is, inevitably

al so Aintellectual , s oci%Phricalaryinthercasé dftheut i on al
Russian industry, these other technologies, pilynarought in by major western studios like

Sony, are in some cases, as important as the programs that were imported. Specifically, these
technologies helped the newly formed Russian channels and production companies to understand

transnational televisiostandards and produce compelling programming.
Methodology

As discussed briefly in the introductiohjg study uses a mixed methodological approach
combining the analysis of political and economics institutions (political economy), textual
analysis of tk programs, ninsemistructurednterviews with people who have worked or are
working in the Russian television industry (conducted by me) and analysis of popular press and
industry trade publications. Of theapproachesny use of political economy if¢ one that
most goes against sometbé mostecent trends in media studies. According to Havens, Lotz
andTinic political economy engenders a perspective roughly equivalent to that of staring out the
window of a jet plané® This description offers an egllent metaphor for understanding the
limits of what political economy describes and also why this view might be problematic in
isolation. They contend that this outlook sees only mberel operations rather than the

innumerable creative negotiationsthiake place constantly. While | agree with their objections

53 |bid., 89.

64 |bid.

%Ti mot hy Havens, Amanda D. Lotz, and Serra Tinic, ACri:-t
Communication, Culture & Critiqu2, no. 2 (2009): 23253.
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to political economy in general, when examining the Russian case, it is impossible to talk about
the television industry outside of its relationship with two powerful groups: the state and the
oligarchs. In fact, even here, separating those two groups is somewhat problematic since the
oligarchs in most cases maintain their elite political and economic positions specifically by
cultivating close ties to the Putin administration. Authoritariantahgmn means that television

in Russia remains dominated by the state in direct and indirect ways and requires this macro
perspective to understand all its varigasts.The two largest television stations are directly
stateowned,and the rest of the ®lision economy has indirect ties to the state. Therefore, one
cannot understand their programs or the choices made by producers without looking at the

institutional context at a broad level.

The dAcritical medi a i ndu s torisyspesificallyddeseggsed mo d e
to address the media economies of developed capitalist countries, where the rule of law is the
norm and stateds influence ovVverTharefor, itamoti a i S
transfer to an authoritarian caglist state like Russia without some modification. While the
insights gained from talking to industry insiders, examining trade press and doing textual
analysis does offer a level of detail that is absent in the typical political economy accounts, this
does not negate the need to examine pressure from a 1sditenthat acts as one of the central
hubs of powerTheir model is adet examining howroducers meet the needs of networks,
studios and audieoes and how they understand threiationshipto each of those nodes$n
Russia, while networks do seek to attract audiences there is the extra layer of navigating the
dictates of the state. One can only understand these negotiations by looking at the political
institutions involved. Without thisnderstading, it is impossible to understand the system as a

whole. Therefore, | will be using a modified version of the critical media industry studies model
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that includes the broader perspective of political economy to examine the power relationship
within the Russian media system. | will metaphorically, bring the aircraft down to observe the

dynamics in a more comprehensive fashion.

Critical media industry studidscatests philosophical underpinnings of their proposed
field of study in the Birmingham Schoot Cultural Studies, particularly in their incorporation of
the works of Michel Foucault and Antonio Gramsci. Specifically, they borrow the conception of
power from these two theorists, suggesting that power should be conceived as productive, in that
it tends to produce specific ways of understanding audieteds,and economic& Conceiving
of media in this manner also suggests the importahet uar t Hal | 6s articul at
conception of power. Gramsci, according to Hall, conceives of théndoitrideology as being in
a constant state of struggle with other ideas and value systems. When one set of ideas gains
domi nance, it gains the status of O6common sen
of values that most people accept as tharahorder. This victory is never total as competing
ideological systems continue to exist and challenge the dominant system in an attempt to
displacei®’Hal | adds that fAhegemony is ubydeansot ood a
active consent ohbse classes or groups were subordinated i t h P& As airesult,dhe
common sense of hegemoaigynot forcedon populations; rathethey actively concede to it by
accepting its discourses.
The media plays an active role in the dissemination of t@®@eting discourses within

a society acting as what Newcombompeting Hi rsch t

56 1bid., 237.

57 Antonio GramsciSelections from the Prison Notebooks of Antonio Graghmiv York: International Publishers,

1971).

8Stuart Hall, AThe Redinsodvehg ®&KRepodlkdase@uiwe)Jodeyame au St ud
the Media ed. Tony Bennett et al. (New York: Methuen, 1982), 81.
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ideological positionsire presentet? To prove their point, they reference an episode of the
programFather Knows Besthere the character of Bg Anderson tries to work as an engineer
on a survey crew as part of a career day. Their contention is that this event presents the viewer
with a set of competing discourses with the c
and how itrelates o0 gender norms in the very conservat.i
roles in the workforcavasvery limited. The program acted as a forum for the idea that young
women might want a career other than those typically available to them. This exaghptghts
televisionés function as a venue for the pres
in her reflections on the contemporary usefulness of the idea of television as a forum, notes that
the period that they discussed is more of a hisdbceuriosity at this point than something
reflective of the current media environment. She notes that when the pair initially proposed the
idea, theravereonly three maimetworksin the United States and, asesult,people tended to
watch mostly thesameprogrammingTherefore a program likd-ather Knows Bestould
broadly discuss ideas such as gender roles with the expectation that it would reach a vast
audience, and could be a conduit for competing ideas. In s@aygRussia is similar enough to
the United States in the network era since television is still the dominant medium and a few
broadcast networks are dominant. Therefore, it is still possible to speak of it as a cultural forum
in Russia. This dominance is changing gradually as-$igied nternetaccesgproliferates put
the six largest networks in Russia still command enough attention to warrant calling them a
cultural forum.

Along with the circulation of formats and other such technologies, another key aspect to

examining television tdg is questioning the ways they are understood using categories such as

%Hor ace Newcomb and Paul Hi r s c Hreleviioh:eTheeCviticad Viepwad. Harace a Cul t 1
Newcomb, Sixth Edition (New York: Oxford University Press, 2000).
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genre. Especially when looking at the Russian market, there are certain genres that have a longer
historyin television than others. Jason Mitteliggestshat with regards to studies television

genres, rather than looking@egnreasa particular qualityarising from the texthat genres

instead should be examined as discursive formaffdiise not es t hat fgenres o
work to classify t exdassitesofgneetpletee cénsigtencygesric al s o
interpretations posit core meanings for any given gérpelice dramas as conservative rituals

of assurance, horrorasyeeans o cope wi t W'Gemaieasl, arex iaatdys. dGiwor
discursive clusters ith certain definitionjnterpretationsand evaluations coming together at any

given time to suggestaherent, cleag e n %> @enrés thereforecome loaded with pre

existing systems of understanding that helpat@ienceknow what to make of them.

His definition is relatively similar to Ton
texts are part of reading formations. Bennett
that productively activate a given body of texts and the relatidmseba them in a specific
way3This statement is also similar to the sugg
in contact with another text (context). Only at the point of this contact does light flare up, shining
backwardsand forwards, bringg the texts towards dialogéeT h i dgs aéialogue of contact
bet ween texts (utterances) and“Geodsasdiscusiveh ani c

or reading formations, therefore, exist only at the points of contact with other textbekas t

0 Jason Mittell,Genre and Television: From Cop Shows to Cartoons ierfoan Culture(New York: Routledge,

2004), 15.

bid., 17.

2 1bid.

“Tony Bennett, fdATexts, ReBueainothe MRwaestdVioderm LaRguagendssociations , 0

16, no.1 (Spring 1983): 5.

74 Stephen C. Htchings and Natalia Rulyov@,e | evi si on and Cu(Newworlke Routiedg ut i nés RU
2009), 6.
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points of contact that help audiences decipher their meaning. Diane Carr articulates this
relationship further:
Viewers and readers will respond to and interpret agestrdingjn part, to their
reading formation$ the social, cultural and histogl make upof their interpretive
perspectivée Bennett and Wooll acott intend to movV:«
itself, o r t h ereadeato highligte the cultural and ideological forces which
organize and reorganize the network or htéxtual relations within which textare
insertedas textsto-be-read’®
The intertextual relationshipencompasthe question of genresincetexts interat through
these categorizatiorsdructures the understanding of teXtse genres that they belong to and
helpconstituteu | t i mat el y shapes the audiencesdé unders
to put it more simply, the genre conventions in part tell the reader what to expect from the text.
As discussed earlierlang with my analyses of institutis both political and economic
and textuahnalysis] also have two bodies of interviews that contribute to my understanding of
the dynamics of the Russian television industry. The first are nine interviews conducted directly
by me with industry profesamals who have been working in the Russian television industry
since roughly 2003. | also consult a few other sources of interviews most notabkkhaom
Moskvy $elekhranitelprogram Telekhranitelme ani ng A Def e nidagplayoothe t el e v
wordstelokhranitelor bodyguard airs once a week on Sundays and featupeminent
member of the television community in conversation with host Elena Afasyefhoese
interviews cover a wide range of topics from specific programs to the general philasophy

some of the television networks in Rusdibeinterviewees have a particular agenda and are

“Di ane Carr, ATextual An alPyoseedings ofOiGRA 20q8reakihg Neev Sround:o mbi e s,
Innovation in Games, Play, Practice and Theory, Brunel Uniyekstest London, United Kingdom, 2009), 4.
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often acting in a promotional capacity. These interviews, however, often reveal important details
about productions that are useful even though theyaini idmu st ry spin. o

Other industry interviews that | consult are from the pages of the industry trade
publicationVariety RussiaThenow-shutterednagazine was the local Russian edition of the
American entertainment industry publicatidariety. The magazine as published in Russia
from July of 2012 to January 2015 and routinely conducted interviews with some of the most
influential members of the Russian television and film industrihis study] will include
interviews with VyacheslaMurugov,the generalproducer at STS, Yuliana Slashcheva CEO of
STS Media Holdings and the production team at YelBlack and Whi t e, one of
leading production companies. Each of thesevidesimportant insider details about one of the
networks or programs thaaim examining.

Lastly, much of my understanding of the shape of the industry comes from articles taken
from both the industry and popular press. Thesmuntdelpshapea basic understanding of

ownership and influence patterns within the Russian inglysairticularly how each network is

connected back to the state. This body of data makes up the bulk of the political economy portion

of my analysis. The combination of all of these different data points, allow me to generate a

broad picture of the Russiamdustry, from its reemergence as a cultural force around 2003

through the fifteen years of Putinds politica
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Chapter 2 Russian Television Past and Present

When examining the Russian television industry, it is importargrt@mber that it did
not emergele novan the postSoviet periodThis chapter examines the history of Soviet and
Russian televisioto understand bettéhe conditions from which the current Russian television
landscape emerged. Continuities and momeiispture with the past are emphasized in order
to make sense of why certain genres emerged at certain times and how the historical roots of the
medium in the country continue to shape industry practicése me &ovieteré lsistory has
had a stron¢gpng-term effect on production strategies and programming chofeey.little has
been written about Sovietrra entertainment programming on television by scholars in the
English-speakingvorld. However two relatively recent works present ard@pth hisorical
account of its development. Kristen Rd&thy dsscow Prime Timgives a very thorough
account of the development of the Soviet televisnglustry,and it offers a way to understand
why television entertainment developed in Russtamga fairly unque trajectory. She reveals
two interesting facts that are surprising given the monolithic view of culture ascribed to the
Soviet period. What Rotky recounts is that in its initial phases, television was the purview of
hobbyists, who often obtained tequipment to put on amateur television productions with help
from local branches of the Communist Party. These branches also provided political protection
from Moscow officials when they eventually wished to take control of the systémse

amateur prodetions were difficult for Soviet authorities to contesllate as 1964. These internal

1 Kristin Roth-Ey, Moscow Prime Time: How the Sovietion Built the Media Empire That Lost the Cultural Cold
War (Ithaca: Cornell University Press, 2011), 186.

51



struggles with local party officials suggest the challenges Soviet authorities had in bringing the

new technology under their control.

Even once Moscow had effectiyatentralized the operation of television broadcasting
and production primarily to the Soviet capital, another factor, this time economic, led to
considerable problems with television production which made the medium unwieldy for Soviet
censors. The Soviétnion suffered from a lack dilm stockon which to record television
programming. The film industry, whichias adequately suppliedth such materials, viewed
television as a lesser medium dhdreforewas unwilling to turn ovematerials equipmentand
facilities to help the budding sectbAs a result, the output of Soviet television remained almost
exclusively liveto-air programming well into the 1970s. This deficit limited what genres and
types of storytelling eventually found their ways to ®bwelevision screenst first, it led to the
broadcast of mostly cultural events such as thelaagdigt,and sport$.Eventually, however,
game shows were developed. The earliest of thes&/araber Veselykh Vopros¢ivening of
Merry Questionsbetterknown asvVVV. The program was an eclectic game show that did not
pre-screen contestants, inviting members of the studio audience to participate at taroom.
programbébs open format | ed to its eventual dem
the theater where it wameing filmed dressed in sheepskin coats and carrying samovars, despite
it being the middle of summer. While prior invitations had elicited only a few entrants, this time,
hundreds hurried to the theater causing traffic jams andaermnfusion. The show was

canceledshortly after thisncident,but the program remains a favorite of those people who

21bid., 188.

3 1bid., 230.

4 This practice continued into the twilight days of the Soviet Union. During the failed putsch that attempted to oust
Mikhail Gorbacheythe army ordered that nmaielevision stations to play a recorded versioBwéan Lake.

5 Roth-Ey, Moscow Prime Time251.
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remember the early days of Soviet television. A second gamelsiubvveselyk

Nakhodchivyki{Club of the Merry and Quiclvitted) orKVN, originally invited primarily male
university students to compete in teams. They were meant to present a mix of sketch comedy and
improvisations which were then judged by the studio audience. The program aired monthly from
1961 until 1972 though wasrevivedin the postSoviet erd. Like VVVbefore it, KVNhad a

reputation for spontaneity, which endeared it to audiences but which made communist officials

uncomfortable.

Given its relatively long history as a domegjenre,it is not surprising thahe game
show continues to be popular in Russia. In fact, one of the most popular programs of the 1990s
according to Natalia Rulyova and Stephen Hutchings was the unlicéfiesal of Fortuneopy
Pole ChudgField of Dream$ The Soviet game shows may haso laid the foundation for the
spinoff genre of reality television. This genre remains popular in Russia with programs like
Dom-2, aBig Brotherlike program and numerous musical and talent competitions often
dominating the rating$.do not mean tguggest that this genre would never have attracted an
audience in posBoviet Russia hadVVandKVN never existed, butlearlytheir presence and
later Soviet game shows suchfaau-ka Devushk(L e t 6 s )gadakiBg ganheshow, and
Chta? Gde? Kogda?(What? Where? Whe?a quiz show, set the stage for the acceptance of the

genre.

RothEy 6s account of Soviet televisionbts ear |l
came to Soviet television. In the 1970s Soviet television began to produce ammadi-skeries.

These Brezhneera programs remain cultural touchstones to Russians. Wher&Roih s

8 From 1968 until its cancellation in 1972YN was filmed and edited rather than being shown live, limiting its
spontaneous character.
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account of Soviet television leaves off, Eléha o k h oim-adepthaagécsunt of many of the most
significant programs of the Brezhnev era offers a detailekl &b the types of series that would

lay the foundation for pos$oviet entertainment television. She states that genres like the spy

thriller and police dramas of thtinear e fAnarr ati ves of control ove
identityo Whiahsiigasoift sae uhSkasaggdstethatwhatoub ! ed
Anew Russian productions [demonstrate is] the
hasbeen most pronouncédn f or m r at henrlooking a the early autpef the . 0
postSoviet Russian television industry, she concludes that massively popular series such as

Ulitsy Razbitykhonarei(Streets of Broken LightKamenskayaandBanditskii Peterburg

(Criminal Petersbury continuethe cultural trajectory of the Soviperiod and strongly favor

genres that speak about social cohesion.

A potential problem witlP r o k h oreadingafGhe police and sggnreds the degree
to which she attributes the qualities of both the Soviet andSmset examples of the gence t
their specific cultural milieu. While her analysis of many aspects of television in Russia and the
USSR are thorough, she displays a fAspecialist
assumes that the trends she is talking about are uniquessian reality, much of what
Prokhorovaargues about Russian televisemd the spy genre are in linéth other articulations
globally. JasoMittell observes that police procedural, detectivemasand spy thrillers are
consistent as discursive foations since they seek to reassure viewers that society is stable and
safe and that the forces of order are likely to overpower those of diSddtrer than

suggesting tha® r o k h oanalysisidirgcorrect, | am suggesting that much of what shessees

"El ena Prokhorova, AFragmBetieds Mgt hohegl@30s&ofbDect Mr ai
Pittskurg, 2003), 235.

81bid., 234.

9 Mittell, Genre and Televisiori5.
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notuniqueto Russia The specific issues that Russians deal with are different, but the
phenomenon of security genres on television being a way to assuage insecurities attgut soci

and identity is not uniqui that country.

Regardless of the limits tier argument, hers remains onelef most completaccounts
of early postSoviet television. She points ireets of Broken Lights particularly important in
understanding postoviet television. In her analysis, the series demonstrates the izl
uncertainty of Russian society. While many crime dramas wouibbeta criminal
investigation she suggests th&treets of Broken Lights more about engaging with the
mythology of the city of St. Petersburg. The everyday crimes that she fmoagshe core of the
series make it | ess about solving complex cri
s o MInthe sameeinJ enni fer Tishlerds analysis of the
tries to generate a peSbviet sensef Russian identity, and casts the police as the ultimate
defenders of that identity. She suggests that the series is actually about the enduring spirit of St.
Petersburg, which has survived wars, flsdde benign neglect of the Soviet and pBeviet
Russian statesind is likely to survive the criminal infestation of the late 1990s and early
2000s!! She notes that the creators of the series generally uSopiet monuments in the city
to make a distinction between the police, who are aware of theariance, and the criminals,
who are completely ignoraof their meaning'? The police are, in a sense, defending the
physical heritage of Russian identity (embodied in the city itself) against the criminals who exist

as a result of the weak, disorganipedtSoviet state. This depiction of the police is what

YE]l ena Prokhorova, #fiCan t he dldeetityiDisopurse in Russian Betevisbm anged ?  (
Seri es o fSlavihiReviet®2, 9d 3 (Aubumn 2003): 521.

NJennifer Ryan Tishler, fiMenty abfd Oicei mbur@oPboay , Blpt h:
Criminal Justice and Popular Culturk0, no. 2 (2003): 129.

21bid., 131.
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Prokhorova has in mind when she suggests that new Russian television serials are a response to a

fundamental uneasiness Russians have with regards to the stability of their society.

One of the exeptions to the earlypo§&ovi et pol i ce procedural so
themes and thglamorof the criminal underworld, seen in series l&eminal Petersburgwas
the television seriekamenskayalhe series follows the career of its eponymous heroin
Anastasia 6Nastyad Kamenskaya. The ser-ies ran
four episodes and is based on the highly popular novels of Russian author Alexandra Marinina.
The series now numbers 30 novels all of which have been adaptetefasion. The six seasons
of the television program are themselves subd
on an individual novel. According to thatingsdataavailable the series routinely drew roughly

a quarter of viewers across Rusasial a slightly higher percentaiyethe capital®

As Andr ei R o Kameoskagaark [be] justifiably seatéd as an example of
skillful postSovietpreg o ver nment s mal | Thereasoa for hig intergredagiomn d a . ¢
i's t he salrofthe ev@ntspdrithe protagonists. Anastasia Kamenskaya is a type of
super detective in the lineage of Sherlock Holmes and shares billing iB@ast Russia with
Boris Akunindés Erast Fandorin. Sheryhosestpart of
policemen who solve bizarre crimes. Principle among her altesguri Kopotkov, who shares
the rank of major with Kamenskaya and the head of their division Viktor Gordeyev, who is
known by t kaobokdi cak ntaynpee 6o f r Kwame nR keeled @dthe past ry

key to connecting the often disparate pieces of the various puzzles the team confronts.

BATel erejtingi: 6Delo Bylo Na Kubani o uderzhivaet Per v
Pl a cNewsrugomSeptember 6, 2011, http://www.newsru.com/cinema/06sep2011/ratingf.html.
“Andrei Rogatcheski, WiMaly Yhhe [ PbDhe cEél €voirsieomBeAdapt at i

Det ect i v Russhdp Steiessin Laeratud®, no. 3 (July 1, 2004): 80.
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The crimes vary widely. The first novel and ser@€ oincidence of Circumstances,
deals primarily with corruptiormurder and blackma within the police. Other stories such as
The Stylisfollows a serial killer who is targeting gay men in Moscow and its surrounding
suburbs. What is most striking is that, in a way likely to be inconsistent with the experiences of
the majority of Russias, the cases are alwas@ved and the criminals are always brought to
justice. Rogatcheski correctly identifies one of the key elements &faimenskayatories
stating that their fAmain goal was tothéi nd an
proliferation of crimeinposfovi et Russi ao addi nighatattesizedby A new
ruthl essness, a high media profile and the in
demands a new typ e®ThdexpioitslofiKenenskaya and st cohgres alsor . 0
serve another purpose. As Tom Whitehouse sugg
have faith in the prospects of justioeal and poeticfor the burgeoning number of Russian
b a d d ¥ Ie effechthe series helps tdleviate concerns about the state of pBetviet Russia
by creatinga worldwhere crime is always punished. Again, this is very much in line with what

Mittell identifies in nonRussian series of the same genre.

Whitehousebs r emar kssnmaderby \alsripToadovski,iwhoat ¢ o mme
the time served as one of the producers of the series and deputy general producer at Rossiya One.

He states that:

ARnGenerally speaking, itodos |i ke a fairy tal
How come thes fairy tales are so popular? The answer is siénpBpinion polls reveal

that respondents always put crime among the three most important things that make them

% 1bid., 81.
¥Tom Whitehouse, #fABig | n. .TheQuardiapMovembeAl4,dOandr a Mari ni na,
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anxious. If they are anxious abawime,t hey wi | | keep watching T\
Subconsciousl it 6d be nice t o s e policenfien[signuthes e, t hat
country and the criminals get what they deserve. There is an expectation aasbofe

justiceand ofthe absence of impuniy Unlike crime reports in the news, TV series give

youh o p'é . o

This kind of representation helps to build the sense of a solid society where thdauleiod
honestpolice officersexist. In thisway, it helps to build up aenseof ontologicalsecuritysince
the world ofKamenskayas one in which peoplean legitimately live and interact with their
institutions withconfidence As Roger Silverstonsuggeststhis is one of thevaysthat
television has its strongest impact, by giving the comfort of an orderecbasistentvorld even

where one does noxist.18

Beyond these early crimdramasBirgit Beumers suggests that one of the breakout
moments for Russian television came in the form of the melodBadiaaya NastiéPoor
Anastasia . S he st ataeentertainment chiafjn@ndessiood the pential of the
melodramatic genre and collaborated v@thlumbia Sonyictures, adopting serial production
methods from its more experiencedmao o d ¢°dnehis staiementBeumers addresses one of
the most important aspects of television productiorostSoviet Russia, namely that STS has
been particularly effective in learning from foreign partners and replicating their techniques to
create hit shows. In fact, STS is essentially responsible for popularizing the situation comedy in

Russia. Dana Hellatocumented the numerous failures of early attempts at producing situation

"Natalia Gorbunova, 0 QdyiaFebriary19i2802i [ Series Ti me], o
18 Roger SilverstoneTelevision And Everyday Lif&élew York: Routledge, 1994).

19 Birgit Beumers, Stephen Hutchings, and NatRlidyova, eds.The PosiSoviet Russian Media: Conflicting
Signals(New York: Routledge, 2011), 166.
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comedies in that country. Critics and audiences hateRuksianmadesitcoms particularlythe

shallowness of the characters and the use of a{magk?® It was not unti2004when STS

launched a version of the CBS shdhe Nannytitled Moia PrekrasnaiaNiania (My Fair

Nanny) that the genre gained traction with Russian audiences. As Hutchings and Rulyova state,
television humor in Russia has more closely been associated wiketithcomedy genre and

t he Acomedy sahdugvhae iwitryt, Wo bee,cause those genres
Russian television since the Soviet period and had historically been part of Soviet theater

culture?' ConsequentlyMy F a i r sudeess isignifisant and will be discussed further in

chapter four.

Since the success bfy Fair Nanny,it has become clear that STS is the most important
generic innovator in posioviet Russia. In addition oor AnastasiandMy Lovely Nanny,
STS produced thserieBe not Born Beautiful localized version of the Columbian seryas
Soy Betty, La Feamore commonly known for its American adaptatidgly Betty Elena
Prokhorova locates the appeal of the series in the Cinderella story of rexpesbut ako
suggests thahe Betty character (called Katya in the Russeanpodies the Soviédeal of
communality She suggests that the poor characters in the series, including Katya and her family,
represent more authentic values, thair shallow and matealistic upperclasspeers®?
Pr ok hor ov a 6-Soviet adaptations tengs tosé slightly myopic in this regard because
she focuses on elements of the Russian adaptativo 8by Betty, La Fessuniquewhen they

are in fact quite common to most verss of the series. As Michele Hilmes notes, ctasglicts

Dana Heller, ARussian 6Sit ko dotrnakoflRPopulard-im aodnTelevisidle Pus h ki i
no. 2 (2003): 63.

2'Hutchings and Rulyov&, e |l evi si on and Cuyl40.ure in Putinds Russia

2El ena Prokhorova, @Gl amor \G®dityGoésPBmmlfrpm TRlenovelato: Readi ng,
International Brand ed. Janet McCabe and Kim Akass (New York: |.B. Tauris, 2013).

59



and the opportunity of the heroine to transcend them are nearly universally present in the Betty
format?® The Russian version is similar to the Chinese and Indian adaptation of the series each
of which recasts elements of the narrative to fit the cultural milieu while retaining the core of the
narrative, particularly as it relates to class. As Xiaolu Ma and Albert Moran note, the Chinese
adaptation of the format transforms the love triangle to niakere appropriate in the eyes of
Chinese audiences. Wudi, the Betty character, does not sleep with her boss, as she does in the
Columbian and Mexican versiorlastead she directs her energy at solving work conflrether

than resolving the love tmgle?* The Indian version makes the Betty characterugbgsince

an unattractive heroingas deemethappropriate for the Indian mark&it their core, however,

both thoserersionsstill involve a traversing of class barriers as the competent Bettsaibar

works her way up from hdéower-classstatus. Nothing in these changes alters the core elements
of the story or the characters. Like the Russension they are minor cultural differences to

make the content palatable to local audiences.

Some odher genres on Russian television have also garnered critical attd@imnin
particular, the historical drama and literary adaptations, have been studied. With regards to
adaptationsDavid MacFadyen suggests that the popularity of television seried basovels
increased exponentialfyom 2003 onward® In asensethis is not a strange or unexpected trend

since this genre existed in the Soviet period. Prokhorova notes that the Soviéilseries

2Mi chele Hilmes, AThe Worldoés Unlikely HeTWdsmneBetUtlgy y Be
Goes Global: From Telenovela to International Braed. Janet McCaband Kim Akass (New York: I. B. Tauris,

2013), 40.

A1l bert Moran and Xiltara Econorwaf Chdu Nw (g WuBi: Thkee Yo Soy Betty La Fea
Franchise in the PeopV&d sBRtetpyubGdes 0G|l cChhdaln:a,Bram Tel enc
ed. Janet McCabe and Kim Akass (New York: I. B. Tauris, 2013),4226

®Divya McMillin, AHow UgTWo sCabe tBteyt t 5o B2 Glno d anld:i aF room nT e
International Brand ed. Janet McCabe and Kim Akass (New York: |. B. Ta@013), 14860.

26 David MacFadyenRussian Television Tod#iew York: Routledge, 2008).
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Adventures of Sherlock Holmes and Doctor Watsas a &vorite of Soviet audiencés.

However, MacFadyen notes the significant increase in the production of television adaptations of

|l iterary classics that began wThe liotTHe200%3 uccess
series launched what has becomebmnost unrelenting torrent of literary adaptations that

continues unabated to the present. What is perhaps most notable, as MacFadyen suggests, is that
the texts come from a wide range of genres and periods. These adaptations have included works
from theTsarist era, but also dissident works of the Soviet period and works that were

considered masterpieces by communist authoffids. such one should view the growth of the
genre as a way to connect moder n aauduredhsces wi

trendis exploredn chapter three.

Organizational and Regulatory Framework

Beyond looking at genres, it is important to examine the organizational structure of the
Russian television industry. Like most other television industriessitaped by some of the
idiosyncrasies of the mediumds history and th
content. The regulatory framework of the Russian television industry was initially inherited from
the Soviet Union and remains-defined ad outdated. In manyays,the legal framework that
governs audiovisual broadcasting in the Russian Federafiectsthe overall power structure
that has existed since the Yeltsin era. WRessidenty eltsin altered the constitution of the
Russian Fedation in 19930 weaken the opposition he was facing from the lower house of the
Russian parliament, called the Duma, he gave himself and his successors the ability to bypass the
Supreme Soviet and the Duma and to rule by decree. It also created alegalesthat made it

difficult for the Duma to amend laws that were implemented by decree. Consequently, one of the

’Prokhorova, AFragment eSc rNytsh olfo dgibloes :1 9FDsi, et 2Mi7n i
28 MacFadyenRussian Television Toda§2 67.
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major pieces of legislation that still governs audiovisual services in the Russian Fedgthgon
Decree of the President of the Rusdt@ueration No. 2255 of Deceml#2, 19930n
Improvement of State Administration in the Sphere of the Mass Kfdthis decree was folded
into theResolution of the Government of the Russian Federation No.cf368 Seventh of
December 1994s a transitinal measure until the adoptiohnewlegislation. Part of this bill

included a lengthy section entitled tRegulation on Licensint

Broadcasting remains the largest sector of Russian television and therefore looking at the
regulations that manage s$larea is essential. Adlix major television networks in Russia today
are ovetthe-air broadcasters. This technological backwardness likely has to do with the relative
poverty of the Russian economy during the 1990s which stymied any reasonable attempts by
entrepreneurs to build alternative cable or satellite distribution networks. While these networks
do exist they are primarily limited to the major citwish Moscow and Saint Petersburg, the two
largest and wealthiest metropolises, having the most deselcable systems. Even where
infrastructure does exist the industry is hamperelbig-termstructural factors that, thus far,
have been resistant to change. A report from the European Audiovisual Observatory outlines the
fact that despite the growing mier of cable and satellite options available to Russians, only
about eighteen million users subscrib&@he authors of the report suggest that the reason for this
is that #fAin | arge cities, [the] infollecever uct ur
(apartment building) reception of two to five terrestrial channels and frequently controlled by a

local monopolist (usuallyastateun communi caPTlhey @ddodvi Watr )i adcc

29 Andrei Richter,The Regulatory Framework for Audiovisual Media Services in R(S#iasbourg: European
Audiovisual Observatory, 2010), 25.

30 1bid.

31 Kachkaeva, Kiriya, and Libergalelevision in théRussian Federation: Organizational Structure, Programme
Production and Audience

%2 1bid., 79.
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t he [ Russi an F e d@mmunhicattonsonty L0%Mi the iexssting gableo f
infrastructure has the technical capacity to
cable networks are outdated and allow the tra
that most of the cable providefsat do exist are merely providing mostly the same channels

available ovethe-air. 33

A second point that has entrenched broadcasting as the main model of television
distribution in Russia is the attitudes of Russian consumers towards any kind elgagidn
subscription. The reportgates hat fisi nce t he popdadhargee i S accus
television and there is so little diversity of content, cable network owners cannot generate
enough revenue to build new broadband networks capable oériegjwarious packages and
s e r v¥ Toigreport remains the most recent one that details the growth and challenges of the
Russian cable market. It is worth noting, however, that the report is nearly ten years old. Content
has broadldiversified and conpanies like STS Media have created secondary channels that
theoretically could serve to diversify the base of content on cable. Headwinds against cable
remain strong. With the major broadcasters transitioning to digital high definitiositayair
signals the demand for cable as a source of high definition contékelg furthersuppressed
In addition, in the wake of the conflict with the West over Ukraine, media legislation was
introduced in Russia that banned cable and satellite stations fromguadiertising® This law
has crippled the cable and satellite industries since without advertising they have no way of

generating revenues. The only stations that are exempt from this legislation are those that are

33 Kachkaeva, Kiriya, and Libergalelevision in the Russian Federation: Organizational Structure, Programme

Production and Adience

341bid., 79.

SllyaKhrenn kov, f@Putin Bans Advertising Bloombemgomabessadnel s A mi
May 4, 2015, http://www.bloomberg.com/news/articles/20T£2/putinbansadvertisingon-pay-channelsamid

ukrainetensions.
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primarily overthe-air broadcasters arthppen to be carried on cable as well. The Russian state

has its hand in controlling all of these stations to varying degrees.

As the European Audiovisual I nstitutes rep
currently provides no economic stimulias updating and developing the technical infrastructure
of the cable industry, which is negatively impacting on the quality of the service and the product
i t sS3@Thdughdhe report suggests the underdeveloped state of the Russian cable system is the
result of benign neglect, trebove lawsuggests an alternate reason for the poor development of
the cable system. Cable, even in its relatively limited distribution model in Russia, has allowed
the founding of a few stations that are openly critical of M@dPutin andhis administration
One oftheseis TV Dozhd The station primarily broadcasts live news and commentary, making it
similar to cable news stations in the United States, but with much less influenctafldre
gained some prominence whemvais one of the first to cover the 2011 rallies against what were
perceived to be fraudulent el ectionbBozidor Russ
took a rather partisan view of the events and became a major promoter of the rallies against the
United Russia political party and Putin. While most of the major stations (Channel One, Rossiya
One and NTV) covered the rallies, most of them played down both their numbers and-the anti

Putin rhetoric’

The laws of 2014 that limited the ability of cabtat®ns to run advertising seem to be a
direct reactiont®ozhdd s r eporting during these protests.

Russian | eader shi p Icalovrevslutionnb ickoen stthaen ti R cesaer 0 t ahnac
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revolutions that swem@nti-Russian governments into power in Ukraine and Georgia, might be
repeated in Russia. A station lik®zhdthat openly backs resistance to the ruling administration

in theKremlin, thereforerepresents a threat. The easiest way to neutralize thibleosstlet of
resistance is to simply weaken cable television which the Kremlin apparently has more difficulty
controlling Thus, one can see the weak cable system in Russia as an example of the Kremlin,

favoringthe media that it can control and activelgrking to weaken the media that it cannot.

When it comes to regulating the broadcast industry, most parts of the origin&ioqvoest
law remain in effect. The relevant provisions are the general licensing procedures that outline the
requirements anpgossible reasons for refusal. The act lays out the general means that regulatory
bodies may use to scrutinize |Iicensees6 actiyv
law. The law als@uthorizeghe executive branch (the office of the Presidenget up open
competitions, when two conflicting bids emerge for the same frequ€Acfew statutes have
been added over the year to govern the granting of brodibesstes but the law remains
essentially unchanged since 1993. One of the strangestippoi ons of Russi abds ma
the fact that media companies require two sepéicatesedo broadcast content. Ofieenseis
grantedthat permits broadcastero act ual |l y fAdi sseminate televis

the other allows for thase of a radio or television broadcast frequency.

The granting oficensesis primarily the purview of two agencies within the Russian
Federation, the Ministry of Communication and the Federal Competition Committee (FCC). In
theory, the FCC is responsibfer evaluating the proposals of the various applicantBdensing

in terms of their ability to keep their station operating for the length of the license and for

38 Richter,The Regulatory Framework for Audiovisual Media Services in Ru&5ia

65



acquiring or generating content required to fill a broadcast schedule. As Andrei Ratbterthe

| aws regulating the FCCb6s behavior Al acks est
broadcastersdé technical, financi al and progr a
predict the volume of capital necessary to maintain a stairosei/eralyears and financial
instability in Russia hinders the esta®lishme
The rules that govern the FCC are also poorly
FCC shall p r oientedpregramadc i alol y e@ a l i nstrument de
and the law gives little idea of how such things should be jutfgeithter, Sklyarova and

Kachkaeva et al. state that the laws of the Russian Federation regarding media industries in
generalputtelevision in particularare primarily based on the laws that came out of the final

days of the Soviet Union, with minor revisions to those laws in 1994 and 1999. The poorly

crafted aspects of the law could be usedithdraw licersesor otherwiseénconvenience

applicants by drawing out the processes or simply allowing them to be consumed by endless red

tape.

Overall, the situation with regards to regulation of the Russian industry is somewhat
opaque. The laws are obviously flawed leaving a gteal of discretion to licensing bodies.
Russia is a notoriously corrupt countrgnking one hundred and thirggxth out of one hundred
seventyfour in the 2014 transparency international corruption irffd&ague laws in Russia
offer a possible pressureipt for corrupt officials to interpret statutes in a way that will assure
them a bribe. Beyond that sortrof-of-the-mill corruption, however, the state alsdiates

makes use of the law to coerce or otherwise force their opponents into submissiexampe

®Yana Sklyarova, @AThe Russi an R3ays toe nB r cofahdlblicessayvrivgtign g@ of T ¢
Law and Policy Center2003, 6.

40 |bid.

“AHow Corrupt |Is Your Country?,0 accessed May 13, 2015,
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of NTV offers a good case study of where Russian law can be used to either help or hinder those
currently infavor with the Kremlin. Olessia Koltsova recounts that in 1996 when Boris Yeltsin

was facing stiff competition from the communist partpdidate, NTV which from its founding

had been generally critical of the Yeltsin ad
inability to enforce military discipline in the first Chechen war, decided to back the sitting

president. Some kind of badkam deal was apparently struck between Yeltsin@nsinsky the

oligarch who controlled NTV. In exchanfm their support, the station was awarded the right to
broadcast on the national bandwi dt h, plyevi ous
executive order. This reallocation of bandwidth allowed N@¥Yecome the third largest

television broadcaster Russian immediaté&lye stripping of the Saiftetersburgased
broadcasterdéds national br oadcasdtnagwastken s e was
granting of those rights to NTV. These kinds of violations of the rule of lawratdematicand

show difficulties inherent in operating a business in Russia, where overwhelming executive

power and poorly defined laws allow for cronyism. S problem fundamentally can affect all
broadcasters since the laws on granlicgnsesare equally vague. Ultimately this leaves

networks in a position where they may very well need to make sure that they are not displeasing

the Putin government so thaeir businesses are not put at risk

Having discussed some of the central legislative and regulatory issues facing the Russian
industry it is important to understand who the major actors in the Russian television market are,
particularly the largest chaniseThere are essentially six large and very important television
channels in Russia today: Channel One, Rossiya, NTV, BY§,and RENTV. The state, for
all intents and purposes, has some form of either direct or indirect control over each of the major

networks. Sometimes as is the case with Channel One and Rossiya, the channel or holding
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company is anajority-ownedor solely owned by the state. Two of the stations, NTVTENd,

are owned by Gazprom Media Hol di ngtaralgaa s ubsi d
monopoly and one of its largest companies. The firm is controlled by the Russian state and since
1999 has been run by staunch Putin allies. Current CEO Alexei Miller is widely seen as a Putin
loyalist having served as a deputy energy ministénerPutin government, while the previous

CEO of the company was Dimitri Medvedev, who served as President of Russia for one term

while Putin was Prime Minister. Given that Gazprom is obviously contrbibed the Kremlinit

is safe to assume that its medi@g is also under state control.

The final large holding company is STS Media Holdings which controls the large
entertainment network STS as well as severalsahds and second tier television channels. It
is a NASDAQ listed company that has majorrshalders from manpgars of the world. Its
primary ties to the state are through the National Media Group which owns a blocking portion,
approximatelytwenty i ve percent, of ®%TnRailto Rdssaysankand Thi s i
its owner Yuri Kovalchhk whowas describebyt he U. S tr eas aclogeadvesgrar t me 1

to President Putinand has been referred to as onesfhio c a® hi er s . 6

Channel One

The most important television channel in the Russian Federation todagvig Kanal

called ChannleOne in Englist® The name reflects the fact that the channel occupies the first

“2fATreasury Sanctions Russian Official k,AndVaBntitgfos Of The
I nvol vement I n The Situation I n Ukraine,antamesessed May
releases/Pages/jl23331.aspx.

43 From 1994 to 2002 the channel was callzshchestvennoe Rossiyskoye Televid&hissian Pulit Service

Television) and abbreviated as ORT. While this name lasted for almost a decade, it never really achieved the
common parlance that the current name, Channel One, hel
position of the dial and/as the name the station had during its long Soviet hidttengceforth | will simply refer to

the station as Channel One even if | am making a reference to a period where the channel was called ORT.
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position on Russian television tuners. The channel emerged fro@staekinochannels of the
SovietUnion, andinitially, there were efforts made to transform it frorstae-run broadcaster

into a public service broadcaster. Today Channel One is a closed joint stock company. The
Russian state owns the controlling fitye percent share of the network distribuaetbngthree
government agencieswo groups owrtheremainingforty-nine percent? The first of these

groups is thaforementioned KremlhalignedNational Media Group which owns twerfiye

percent and OR'KB, a company owned by Putin loyalist Roman Abramovich, which owns
twenty-four percent of the network. The owshkip structure is held ymembero f Put i né s

governing elites.

The station is managed by Konstantin Ernst a close Putin ally who serves as the
companyb6s gener al producer. The role of the g
vice-presidentm charge of programming. Ernst has held this post since 1995. As Simon Tucker,
who owns a | arge production company i fbyRussi a
which he meant that he makes all the decisions and benefits most from the sutteess of
channel. The network, however, has a relatively diverse lineup of programming. While the news
and current events portion of their schedareby far the mostmportant, they also maintain a

number of other genres discussed in chapter seven.

The reasn that the Russian state continues to own Channel One is fairly evident. At the
end of thel990s the channel was one of the few that broadcast in every time zone in Russia
reaching ninetyeight percent of the population. If Russian speakers living autsi country

were counted, the station reached approximatelyhwuadred and ten million people. The most

“ASotsialhyj (Nefinansobyj) Otchet [Public Nonfinanci al
http://www.1tv.ruffirst/socialotchet2013.pdf.
5 Interview with Simon Tucker, interview by Jeffrey Brassard, July 31, 2014.
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important program on Channel One is its nightly news progfeemya Owing in large part to

the long legacy that the channel has, its evening neliedibuemains the most popular source

of information for a large part of the Russian population. Approximately forty percent of the
channel 6s airtime is filled with entertainmen
series and filmé&® Some of itsiggest hits in recent years have been program©iitepelor The

Thawa drama set in the Khrushchev déhee Moscow Saga period drama set from the 1920s to

the 1950sThe Agents of National Security, The Drag@indromboth of which are police
procedwalsandChildren of the Arbahn adapt ati on of a Soviet |ite
programs tilt heavily towards melodramas and comedy programs are fairly rare. The government
doubtlessly sees Channel One as the most important property in its msedial gince it

allowed the station to broadcast the 2014 Winter Olympics in the Black Sea city of Sochi.

Perhaps even more telling is the fact that Konstantin Ernst was put in charge of organizing the
opening and closing ceremonies of an event manyefgiesented a coming out party for the
countryontothe global stage. Given the level of control that the Putin regime seems to prefer,

this fact alone suggests that Channel One and Ernst are key actors in the Russian media

environment.

Rossiya One

RossiyaOne is the crown jewel of th&ll State Television and Radio Company
(VGTRK). The station occupies the second position on the television dial and in the Soviet
period was known as Channel Twétg¢roiy Kanal). The VGTRK group is actually very large

and indudes other stations like Kultura, Rossiya Two, 89 regional-stateed television

46 Kachkaeva, Kiriya, and Libergdlelevisionin the Russian Federation: Organizational Structure, Programme
Production and Audiencé?7.
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stations, RTRPlaneta ajlobe spanningsatellite service, a half dozen national radio networks
and a handful of internet news port#l$n the immediate posSoviet periodhe station was
given a new name, RTR. The station would ultimately retain this name through the 1990s until it
was giveranothemame Rossiya Ongin themid-2000s The channel reaches about nireirye
percent of the Russian population and another fiitiion people in the former Soviet
territories*® Unlike Channel One, Rossiya is completely statmed and operated.

Its close relationship with the state has not always necessarily led to good governance.
The authors of the 2006 report onthe Russahte vi si on i ndustry noted t
existence, the channel hiasen reorganized frequentl{® According to the authors through the
1990s the station was plagued with difficulties in its relationships with its regional partners. In
the Yeltsinera there was a feeling, partially promoted by Yeltsin, that the Russian regions should
take as much independence as they could for thems8lkes result many of the re
broadcasters for Rossiya, who had connections to various regional governméittie had
incentive to transmit the programs that were mandated by their parent company in Moscow.

The end of th&/eltsin-erabrought an end to any notion of broad autonomy for the
regions. For Putin and his government centralization became the ordedaj/ti®&lowly, they
started to bring state institutions back under the control of the central government. In February of
2004, the Russian government decreed that the various State Television and Radio Companies
(GTRKSs) would be reorganized into a singlermalithic national broadcast network. According

to the authors of the 2006 report on the stat

47 bid., 47 48.

48 1bid., 48.

4 bid.

%St even Erlanger, f@dATat a&mr eArgemd YheriNevRMady FindeMarvth®1, 8992, seen  So v
World, http://www.nytimes.com/1992/03/21/world/tateain-russiavoteson-sovereigntytoday.html.
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reorgani zati on b e c pnogamsavbre arganizedéon netvogdnciples e w s

and local companigssur ned i nto Or et r gomrsondiutcteaedr sc na fe ntt be al

AiVGTRK had decided to cut all typaavsodf [ | ocal
Much like their cousins at Channel One, the most important programming at Rossiya is

its navs and current affairs, which remains at all times firmlyigremlin and prePutin.>? The

nightly newscast on Rossiyaiscalddstt Be hi nd CWemyait & the S9cored dnest

watched newscast in Russia. This use of the station is not surgrisingen t he st ateds

and the general view among Russians that it is legitimate for the government to use information

media to disseminate their point of viéhRossiya has also become a major portal for fiction

programming aimed at promoting natibpeestige. In the Putiarg the station has been

especially active in producing two nationalistic genres: historical fiction and literary adaptations.

The station has also been at the forefront of airing fiction based on significant events in Russian

history or famous Russians, particularly miniseries focusing on the lives of Peter the Great and

Catherine the Great respectively. They have also produced a numberdsamasncluding

Shtrafbat(The Penal Battalioy) Pepeland a feature film released imetatersStalingrad.They

were also the producers of the {@&/mpics prestige filnegend Number Seventesrout

Soviet ice hockey |l egend Valeri.i Khar |l amovds

procedurals, spgiramasand unscripted studio shepwRossiya competes with the other national

networks. However, many of the people that | interviewed felt that the network was somewhat

old-fashioned and that it mostly attracted an older audience steeped in the norms of Soviet

51 Kachkaeva, Kiriya, and Libergalelevsion in the Russian Federation: Organizational Structure, Programme
Production and Audienc&8 49.

52 sarah Oated elevision Democracy Electiofew York: Routledge, 2006), 87; Olessia KoltsoMaws Media
and Power in RussiéNew York: Routledge, 2006), 80.
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television. This impressiois supported by the fact that, with a few exceptions, Rossiya tends to
make short running mirseries rather thaong-runningdramas or comedies. When it has made
longer running series, like tiamenskaygolice procedurals, the release of the seasas ha

tended to be somewhat uneven in its spacing. Simply put, the network does not operate based on
a season that runs fall through spring withiues in thesummer Insteadlit tends to release its
mini-series in a sporadic manner throughout the year.

The leadership group at Rossiya is somewhat murkier than that at Channel One. While
Rossiya has had the same general director since 2002, Anton Zlatapolski, it has had four
different general producers. Tucker, who owns a Russian production company, suggested to
that unlike stations like Channel One and STS where the general doegtoreral producer
(Ernst at Channel One and Vyacheslav Murugov at STS) is the most powerful figure, Rossiya
lacks this level of cohesiothRo s si yads st r uc dfitsnmnagemagnt tdam oriofh e r e
the fact that, as Koltsova observed, Rossiyab
charging rent and access to its studio space and airwaves, was used asquibprofquadfor
some state allie®> Consequentlydedsions about specific programming might not be made
directly by management, but instead for political reasons.

Unlike Channel One, Rossiya seems to use a relatively large number of production
companiesAs of October of 2014, the network wiasactive pamerships with nine production
companies® Most of these companies were relatively small producers, which, in a sense is
surprising given the size of Ros sGroympéoduced! at f o

approximately five hundred and twellieurs of programming in 2014. That production,

54 Interview with Simon Tucker.
55 Koltsova,News Media and Power in Russéi.
fKarta Na Stvol [ Ma p Varidéty RussidQcteberr2914.Connecti ons] , 0
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however, waslividedb et ween STS and Rossiya. None of the
more than two hundred and fifty hourspsbgrammingn 2014, and of the remaining eight, only
StudioGarmoniawas exlusive to Rossiyalhe station does seek to make some profit from its
programming and as such has pursued partnersh
White. However, the overwhelming sense is that profits and overall viewership are secondary t
spreading the official state message and serving as a form of patronage for allies of the ruling

elite >’

NTV

The third of the fAbig threedo national broa
most influential property in the GazpremediaHoldingsgroup of companies and one of two
national networks owned by the conglomerate. NTV began as a minor station agnitimgon
Petersburg Channel Five which at the time was broadcasting natidtiEtig.larger channel
based i n Russi a&dnbroascastimg fow rating edycatibnal grogpamming. As a
result, the programs produced by NTV quickly became more popular than those of the network
from which it was rentingpace®® As described above, NTV was granted the use of the
frequency occupied bghannel Five in a decree froatesidentyeltsin. With the use of this
frequencythe station quickly started to challenge its two stat@ed rivals in popularity. In the
Putinera,NTV was brought under the control of Gazprom because the second Russidergr
was unwilling to have oligarchs use their media holding to further their interests as had been the

case under Yeltsiff

57 Koltsova,News Media and Power in RussgD.
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Today NTV remains the third largest channel in Russia, bptégramminghas changed
significantly. Its nightly news progra@evodnyaToday) lags behind bottiremyaandVesti
and its brand of journalism has shifted away from the-hétishg war reporting of its early days
to a tabloid style of new&.The entertainmerngrogrammingpn the network has tended toward
gritty policeand security service dramas. Programs Meantovskaya VoinfP ol i cemendés Wa
whose eight seasons are rerun constaim$pektorKuper (Inspector CoopgrandMoskva: Tri
Vokzal(Moscow: Three Statiohsall police procedural, are the highest ranked emttwork.
Overall, NTV has a reputation for producing 0
The station is in active partnerships with eight small to-sieéd production companies.
Thus, NTVis well diversifiedwith regards tats partnerships. Tkey figure at NTV today
seems to be VIadimir Kulistikov, a veteran of
director since hevas installechfter former owne¥ladimir Gusinskp s ouster i n 2003.
histenure there was no general producer atMN& situation that is uncommon when compared
to other television networks in Russia. Kulis
government following NTVds positive coverage
These sanctions also inded figures like Konstantin Ernst and can be read as a sign that
Kulistikov is an importanally of the Putin government.

TNT

TNT is GazprorimediaHolding® ot her maj or tel evision chan
no current affairs programming, choosingp st ead to air | ight enterta

is aimed at young men between the ages eé84,4hough it also attracts a significant female

61 Kachkaeva, Kiriya, and Libergalelevision in the Russian Federation: Organizational Structure, Programme
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audience. It was virtually unknovwbeforethe arrival of Roman Petrenko in 2002. He held the
post of genergbroducer until 2013. Petrenko helped to cement the station as one of the most
important entertainment brands in the For8eriet Union. After hédnad takercontrol TNT
began to focus heavily on unscripted programs many of widch purchaseds formatgrom
western companies | i ke Endemol .severafordign of t he s
consultants ishouse, to help it develop these western getf@sNT6s bi ggest succes
unscripted genres are the reality formagm2 (The House R aSurvivorandBig Brotherlike
show anditva Extrasenso{Psychic Challengebased on thBritish Psychic Challengé&.he
station also airs several stand comedy shows which have proven to very successful such as
Comedy Club, Comedy WonmemdNasha Russi(Our Russia

Eventually the station, whose ratinggggedthose of rival STS acquired several scripted
formats as well. These were primarily in the sitcom genre, the most popular of these programs
beingSchastliva Vmesty#lappy Togethgrbased on thMarried with Childrenformat. TNT
essentially followed the same strategy as STS by using a format from Sony Pictures Television
to build their expertise in the genre and then branching out for themdelasgually,the
network would develop itswn original sitcoms that have become extremely pop#argrams
produ c e d by -hduNelstudioCiomedy Club Poductionsand Good Story Medidnave
generated strong ratingBhe programming on TNT is roughly evenly split between scripted and
unscripted progims while also still including a few Hollywood filmiés entertainment products
still do reasonably well, often rating in the top 20 programs in Rassialightly bettein

Moscow, which has a younger population. In February of 2016, the station pasis@&lrv and

83 Interview with Mike Montgomery, interview by Jeffrey Brassard, August 30, 2014.
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Rossiya in ratings and for the first time became the second largest broadcaster in Russia by
audience shar¥.

REN-TV
RENTV (Henceforth REN) is the smallest of R

reach only about sixtfwo percent of Rugans® It also haghe smallest audience of the major
networks Early in itshistory, it was relatively independent, at one point offering a-bafeen for
journaliststhat had been fired from or left NTV due to their agdvernment positions, today
REN has been brought back into the fold ofjg@vernment news coverage. Tinethersonpair
that had run the station until 2005 Irena and Dinhiésnevskiyavere pushedut,andseveral
pro-Putin holding groups took over control of the station. This new oshifegroup brought in a
new general director Aleksand@rdzhonikizdeo replace Dimitry Lesnevskie. The new head of
the station was a veteran of Gazprom Media Holdings.

The ownership of the station has changed hands since this initial transfer wathalNat
Media group, the company owned by Kremlin ally Yuri Kovalchuk, taking the largest share,
about sixtyeight percent® Today, REN is safely in the Kremlin camp, or at least it could be
neutralized at any moment. Their programming continues to includent events, as well as
entertainment programs, though the ratings for those programs has steadily fallen and REN now
haslower ratings than Petersburg Channel 5, which primarily airs old Soviet films and®eries.

STS

A TNT Oboshel Po Vyruchke Rossiju 1 | NBroadcastingllios Rat i nq
March 14, 2016, http://www.broadcasting.ru/newstext.php?news_id=109198.
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STSMediawas foundedn 1989,and he station began broadcasting in 1994. By 1996 it
had expanded into a nationmbadcastebut began commissioning Russian language content
onlyin2003%*The majority owner of STS6 parent compa
Times Group, &tockholmbasdmedia conglomerate, whidtdds approximately forty percent
of the shares. As a result of a 2014 change in media owneesgfuilationsthe company was
forced toconsiderseling its shares to a Russian comp&h¥he other majostockholdeis the
aforeanentioned Nationalledia Groupledy Y ur i Koval chukdés Rossiya |
history, this stock composition lethe company primarily under foreign control, making it
uni que among the countryodés six |IBOgeSTShbroadc

programs compete primarily with those of Channel One and PNT.

Like TNT, STS is arentertainmenhetwork that offers no news and current events
programming. They air a mix of original and adapted series, Hollywood filmgvasternseries
(mostychi | drends seriedhai ned wiomktdtse pmoremit ng®mp a
today operates four Russian television channels nationally (STS, Dom&steand STS
Love). It also owns a multinational satellite station available in Germany, thesB&8elarus,
Georgia, Azerbaijan, Armenia, Kyrgyzstan and North America, a channel in Moldova (under the

brand STS Mega) and one in Kazakhstan (under the name Channel 31).

Initially, most of the growth at STS came from its partnership with Sony Pictures

Television which helped it produce the previously discussed &xmsaya NastyéPoor

fiHi story of CTC,0 accessed December 17, 2013, http://\
OACTC Speaks out ab oTBtVisRuascedssal duneM®,@01%, Law, 0
http://tbivision.com/news/2014/09/espeaksussianmedialaw/333332/.

“Yuliana Slashcheva, Jeho Moskvy : Telehraniteld ¢STS I
Slashcheva [Echo of Moscow: Television Defender STS Media in the New Television Environment: Yuliana

Slashcheva], interview by Elena Afanaseeva, Radiolaer 5, 2014, http://echo.msk.ru/programs/tv/1410468
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Anastasia). Other partnerships with Sony followed including adaptation%iof Nanny, Wh o 6
The Boss, Yo Soy Betty La Rekgly Betty, andEverybody Loves Raymoat of which were
extremely popular and raised STS6 ratings. Ou
with Margoshaan adaptation of a gendswapping Columbian telenovela owned by Dori

International, a few original series like the sitcBapiny Deahki( Daddy és Girl s) and
RanyetkiUnlike itscompetitorsChannel One and Rossiya, STS produced series in the western

sense, with seasons defined as twenty to twiwyepisodes. Where it differs from an

American network is that the episoddésaaseason are aired four days a week, Monday to

Thursday, which means that a season of a program runs about four to five weeks. This pacing
requires drantic production schedule. In the rRD00s both STS and their partners were

producing as many as ardred episodes of a series each yéar.

For a period around 2006, STS was challenging NTV for third place in the overall ratings
in Russia. By the |1at2000s STS was, however, beginning to lose its place to TNT. The
channel 6s ongoi n g appeglandehsy hade/et ® find e@acemgntstfoh e
them. In addition, the costs of production were steadily rising. The 2014 confrontations between
the West and Russia over Ukraine exacerbated the problems at STS. As a NASDAQ listed
companysome of thdunding for the creation arlattensing of programming was drawn from
investor s. R u s somabsficsnediatawd§ erac e a¢h gl tye nlagar gest i nve
Modern Times Group, to consider sell ikfmag s ome
fallenlimiting its cash flow’? At the beginning of therisist he company6s stock w

about $13.69 per shak.yearlatet he companydés shares are worth

"1 Boletskaya, Vyacheslav Murugov Televidefiito Ne Kanaly Eto Khity [Vyacheslav Murugev elevision is
Not About Channels it is About Hits].
PACTC Speaks onutMeadbi cau tL aRw. s0s i a
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share price and inability to raise funds has made it hardérdaompany to affortigh-quality
programming. These difficulties prompted STS to cut the number of domestic series it produced,
particularly following the failure of some high budget projects like 2QB&longradand

purchase more Hollywood films andrgs, which are ultimately cheagér.

STS has had two important and highly influential general producers Alexander
Rodhyansky and Vyacheslav Murugov. Ro@nsky was the general director of the network
from 2002 until 2008, its period of highest growth. Wi&s the person who originally forged the
partnership with Sonfictures and hes ultimately crediteé n al | of STS6 most p
programs during that period. When Rgensky left thecompanyits value had reportedly
increased to nearly four billion Udbllars making it the most valuable media holding company
inEurope’*Mur ugovédés time at t het maen whodkemsmekd sess s
still managed to generate several hit programs during his 2008 to 2014 tenure, but it is also in
this perod that the network held on to properties for too long allowing some of its rivals to
surpass it. Programs likda d d y 6 andRanetkitars well into the three hundred episodes,
despite peaking in the ratings betweeh208andl i er .
2014, with the hit show&ukhnia(The Kitche, MolodyozhkgYouth Leagueand the post
apocalyptic dram&orable (The Ship)By 2015, however, the inability of the network to
produce enough episodes of these programs to keep themragirgrly and the lackluster
performance of some of their other programs, particularly unscripted reality shows meant that

their overall ratings had dropped into sixth place nationally. Murugov left the company at the end

BVl adimir Kozlov, ARussi &ps WVt Me tHod 1 herdly@oodRedoitea s R &

April 14, 2016, http://www.hollywoodrepter.com/news/russisitv-networkctc-883910.

“AAl eksandr Rodnjanskij Poki Tadekanalo?3TStDomaSminAlexangek t or a ST
Rodansky Leaves His Post as Gener al Director of STS Me
Newsru.comJuly 24, 2008, http://www.newsru.com/russia/24jun2008/rodnyansky.html.
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of 2014 to work for a conglomerateeating programs for all the networks owned by National

Media Group’®

The Kremlin Is Everywhere

What is clear from looking at the ownership structures of the six largest television
networks in Russia is that the state through subtle manipulationdad laer and strategic
investment both by the state and its allies has made completely certain that television can never
be used against them. They have direct or indirect ownership of large parts of the national
television infrastructurelo summarize, Rasya One is wholly owned by the Russian state,
Channel Oneds c| os eahe peroehtdwnadgy therstate with thearenainifigi f t vy
shares in the hands of groups allied to the state, the most prominent being thestxwpatgent
of shares owrgtby National Media Group. The third and fourth largest networks, NTV and
TNT, are owned by a subsidiary of tsiateownedoil and gas giant Gazprom. REN and
Petersburg Channel Five, the latter which was discussed only in passing, are also both majority
owned by Yuri Koval chukdos National Medi a Group
maj ority controlled by the Russian state is S
hol ding about forty percent of sertedainmentophany 6 s
network, allies of the Russian state, once again in the form of National Media Group, own about

a quarter of the shares, giving them a bl ocki

Every station in Russian is under some measticentrol.Even the two entertainment
only networls, which at no time in their history ever showed any inclination to turn themselves

toward politicalprogrammingareunder some limited measure of contihe fact that the state

"ASTS Media Pokidaet General 6nyi Prodyuser Vyachesl av |
Murugov, Leaves the Companyd accessed June 22, 2015,
http://www.vedomosti.riusiness/articles/2014/11/05/nacionalnrgyappakontenta.
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allows the seveto operde normallymost of the timesuggests that it only wants to intervene if

and when there is a particular problévarc Lorber, an international format consultant who

worked almost a decade in Russia, essentially confirmed this fact when he stated irviewinte

that Aif youdre sitting in a cabin without mu
the year, televisionbés a great way to be ente
channel t hmadadt®ugo NataalFt dm | o w® TtheKremlingherefdre,

maintains as much control as it can, because television is so potentially disruptive.

The use of state allies to control the Russian media, while ultimately allowing it to be
capitalist and seek a profit, is assential aspect of authoritarian capitalism in its Russian
incarnation. It essentially amounts to a system of control through cronyism. Trusted allies of the
regime are given profitable or even critical companies, in exchange for always using their
influence to advance the goals of the RigohRussian government. When timvernments
needschange, these elites use their influential media holdings to help sway public opinion in a
direction that serves the state. Like other authoritanamtriesthe nedia is used to tell stories
to the population thagervethe needs of a particular moment, help to promote a value the state is
lackingor assuage particular concern. Yinghu has noted this same trend in Chinese television
in the 1990s and 2000s, sugtieg that it is a key feature of states that both lack political

freedom and where the state is heavily involved in the ecoribmy.

The Production Companies: Their Cakes Are Exceptionally Dry

The system of production companies that exists in Risai@ngedby a series of

personal connections. Even gldgaletworks and individual shownners are likely to prefer

8 Interview with Marc Lorber, interviewy Jeffrey Brassard, June 30, 2014.
77 Zhu, Television in PosReform China
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working with people and companitsat they ultimately trust. IRussia howevethere seems to

be an dditional level of nepotism analf cronysm. Probably the best example of this
phenomenon can be found i n Ch aKnaongyKvadoamtRéds | ar g
Square). Konstantin Ernst who heads Channel O
owner Larissa Sinelshchikova\s a resulf Ernst benefited directly from the amountooisiness

that Channel One settt Red Square, which producedethousanefive-hundredand sixty

hours of content in 2014, by far the most of any production company in R¥ssiaf. that

content aire@n Channel One.

This close connection between general producers and production companies and the
series of kickbacks that often seemed to occur was something that many of the people that |
spoke with observed. As Tuckerho owns the fifth largest prodi@h company in Russja

noted:

| think a peculiarity with the Russian market is that a lot of general producers within

channels will not just have thewn favorite productiorcompaniesbut they might even

have a vested interest in that production comparntyer ef or e, it és an eve
crack because when wedre pushing ourselves
webre actually also saying to that gener al

so much money out of this production becausédyple not going to give

own, because W want to take it.o

There appears to be very little accountability on commissioning decisions other than the general

director or produceiDanBerbridgea British producer who worked at TNT told mettha

"iKarta Na Stvol [Map of industry Connections]. o
7 Interview with Simon Tucker.
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Abasically, all the commissioning decisions

the director of programsée, and all key c¢commi
peopiHe. al so observed that fsanedhingisevery Russiant ur al
company that tlealtwittée t here' s a great tier of wvertical
people in similar levels with the same job titles, as you would have them say in English stations,

t hey B8 Asgresulthénoted that Russian companies always had highly centralized

decision making.

One of the more interesting comments | heard during my interviews of people who had
worked in the Russian television industry concerned the fact that theft in the Russian televisio

industry was endemic. Mike Montgomery, who worked as a consultant at TNT told me:

Production Companies would get paid enormous sums of money, and | think it would be
fair to say they would sometimes spend maybe thirty to forty percent of the budget on th
show, the rest would go in their pocket. AlImost nothing would end up on the screen, but
because there was nompetition there was no comeback [sic]. Some of that money
would then go back to the executives at the network, and then mutually they waadd ag
that even though the show that they ended up producing was total garbage, there would
be no consequences and no accountability for that because they had a nice little system
going. There was none of the free market competition production companiesenqe

in the UK or the US®#?

80 |nterview with DanBerbridge interview by Jeffrey Brassard, August 11, 2014.
81 1bid.
82 Interview with Mike Montgomery, interview with Jeffrey Brassard, August 30, 2014.
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Anot her western format consultant echoed a si
come througMoscomwand |1 6d be | i ke 6you know, they're ¢
he thought | wagoking at first. | meanwhen you stay in Russia long enough, you realize

somebody' s st eal &Tagdrive home theodégree thieét thay takes plaghe 0

told me Al mean, their cakes, for example. Th
finaly[my transl ator] says to me, Othey're dry be
fl our and the butter and take it home. 6 I f th

happeni fide ha&lreo 0t ol d me t hat fthdusandyalarspere | ook i 1
episode on the show, by the time it gets to the stage it's pramtdptybecause people are

stealing®®

One of the solutions to the problems of theft by outside companies in the early 2000s was
to bring production irhouse Becausehey both lacked direct state funding and were expected to
be profitable on their owrboth STS and TNTeremore conscious of the theft that was taking
place in the early 2000s. A format consultant with TNT told me that one gbtisof the
former TNTdirector Roman Petrenko, during thmed-2000Gs during the initial phases of the
television production boom wé&4shedescribeisthehe put
station was spending large sums of money particularly to produce formatteanpsogften
with very poor results. The production teams would not complete the shoots for the program and
send footage back to TNT for editing that was, according to him, virtually usBrbsidge
another TNTconsultantfold me that despite his besfforts to give specific instructions to the

production companies, TNT still had to fire several production companies because they would

83 Interview with international format consultant, interview by Jeffrey Brassard, July 10, 2014.
84 1bid.

85 1bid.

8 Interview with Mike Montgomery.

85



deliver material that was incomplete. He eventually decided to take staff from the network, train
them and put them ia senior position in the daily operations of the programs he was producing,

in order forthem to generate something he considered u8able.

Eventually, both TNT and STS seem to have come to the conclusido finatect
themselves from the possibility otitside theft they had to bring as much of the production as
possible irRhouse. STS essentially started this trend in 2006 when it produced thé&series
Kadrov (6 Frame$. For the next siyearsthe network kept most of its biggest hit programs
solely inthe hands of their studigostafiim Theypr oduced al | of STSO6 high
the late 2000s includinDa d dy 6 s G iandMargosha Sined theistudio was-imuse
financial transactions could presumably be more direatipitored,and thequality of the
programs could be the focus. TNT took a similar path. In 2010 under the leadership of Roman
Petrenko they founded Comedy Club Productions which produced both their unscriptagpstand
comedy programming and their scripted sitcoms. In 2048 @&nnounced that it would buy a
controlling interest in a second studio, Good Story Media, which produced all of the hit sitcoms
on TNT that were not alreadyeing produceih-house®® By the end 02014, TNT was
essentially producing all of its contentthrese two studiofresumably owning all the stios

that produce their content gives them better oversight of their financial outlays.

By 2011STS abandon this model because their series failed to draw in audleives.
in-house studios were mergeedio one and underwent a long reorganization, producing nothing

until 2013. The new company renamed Story First Productions was shuttered shortly after the

87 Interview with DanBerbridge
BATNT Kupil Gwd TSNTo rBuyMe ddo o/drietgRussiajune8,a4,a] , 0
http://www.varietyrussia.com/tv/065-2014/tntkupil-gudstorimedia/.
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arrival of new ST9ediaCEOQO YulianaSlashevan 2014.Slashevanoted that the primary cause
of theclosure was disorganization and waste within the reformed company, which might very
wellmeantheffAl |  of ST Saée ngwrextednalmut nost of its hit programs now
come from YellowBlack,andWhite, a studio closely affiliated with former geral producer

Vyacheslav Murugov.

But | t s nRusdsiaf er ent I

Another interesting cultural aspect of the Russian production market walssttivation
that | often heardf atypeof nationalism that pervaded the production culture oktitee
country.Several of my interviewees fethatRussians had a reflexive resistance to Western
ideasBerbridge who worked as a consultant at TNT t ol

seething, ferocious sense of national pride, which when faced with anycpoodoroblem in

which there's a foreigner telling you what yo
6Well, you dono6t unde rusiqueganndd Rauesosried’mdiie fbf eecraeunste. 6
Montgomery who also worked at TNT echoed much the sam¢ Sement s. He tol d mi

reason it's challenging iecausdrussians, culturally, have a very fundamental opinion that the
Russian soul is uniqueé Whaé otRossiansafangagt es a mo
is that international rules do not appty t [ t R'énnvhat wias perhaps the funniest comment

that | heard in any of my interviews, Mont gom
production company and at TNTé, O&ébut Mike, it
those words, nothig woul d ever RFhiseesiftanpae is espacihlly mbiabiee . 0

since Western genres continue to achieve a great succedsanty] following western models

®Timofey Kolesnikov, @B DwVatieyRissiagOBtabgredldk [ 1 n and Across],
9 Interview with DanBerbridge

%1 Interview with Mike Montgomery.

92 |bid.
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has led to an increase in production qualityeresistance to Western ideas is sopdieehe
Russian psyche that even these successes were insufficient to convince Russian producers that

they should drop their resistance to Western ways of making television.

Self-censorship Or The Fine RussianArt Of Keeping Your Head Down.

Almost allthe interviewees that | spoke with commented that there is an uneasy
relationship between the television networks and the state. They typically highlighted the
takeovers of both NTV and REN as examples of what could happen to uncooperative producers.
As Montgomery explainedi I t hi nk every TV network in Russi
c o nt sincd NV got bought up, there's no such thing as freedom on any of the networks in
RussiaéNo doubt, we had to be incr &G®otieley care
was always the explicit threat from the state that networks could merely be taken away from the

current owners and given to a Kremfirendly agent.

The actual way that the state manages the network iptovged. They control the
network byexertng pressure on the head of the networks and partially through a system of self

censorship. As Russian production company owner Simon Tucker told me:

variousmandat es come down | i ke O6okay, we donoét
tel evision, hwe ed caméyt sweeratr ithog on tel evision
sex, even aftemidnight,'so those things come down. But | think ddraadlevel, the

channelsare toldé | o o kvant skigbktly more patriotiprogrammingp r we dr e not ¢
to have thesetysge of shows anymored and then that f

proddicer. o

93 |bid.
% Interview with Simon Tucker.
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Thus,the statecanpressureéhe networkgshrough owners and general producenany of whom

areKremlin loyalists.

Fear of some reprisal wasmething that many of the people | spoke to mentioned. As

Berbridget ol d me fieveryone understands what [ shoul
be regularly reinforced®He added that #fAit should constant]l
should always bén favorofRus si a, and it should be &t the ex
Others | interviewed essentially confirmed this viéwRussian creative director at a studio
affiliated with STS told me t lyadlthee[pokticalt i ves a
trend, and as good executives, they go al ong
adding that Al think people who are in top po
by understanding what the trersdand what the mood is, what the atmosphere is and what

shoul d b e% Thereves g very strgng sense among those that | spoke with that

everybody knew what the rules were and followed them bethegeanderstood that this was

the best way to avdiproblems.

Therules, for the most parseemed like they werelativelysimple. As an international
format consultant who workealith both STS and TNT suggested thaltgion and politics were
strong taboos, as was anything that had to do with homosdxi t y. As he sai d AT
knew [that these things shoute avoidell Even if they didn't know, they wouldn't go near it out
of instinct. Wedid pitch one joke in a rooén it was at Putin's expense, and the one guy said,

0You can makéot matdi ngke hancdéthe show runners

% Interview with DanBerbridge
% |bid.
97 Interview with Russian Creative Director, interview by Jeffrey Brassard, August 11, 2014.
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we'll selfcensor. There's no office at the network [or] at the production company who were

|l ooking at scripté but simply, you have to be
theyl | j ust t ak e®AsaRussias fragweer affiliateg with an influential studio

told me, he had nev&nownanyone who lost their company because they had made the wrong

kind of programming. However, he admittieéhr motivated compliance with sipoken rules
acrosstheindustry Al donoOhappeanhet bat dt oand as a result
that he ran never even considered producing anything even vaguely plifitan asked if

Russian producers saiensor he responded very suctirncy Al woul d say yes, 0

the conversation to a different subject.

Even if studios were willing to produce something that was on a &limectthere is
virtually no chance that it would make it to the screen. Montgomery told an anecdote that

highlighted the dangers of wandering into the realm of satire:

| have two friends who are Russian ani mato
show for Channel One. You can imagine how dangerous this was. Ernst got approval for

it, of course. Buthey were making this political satire show that included a 3D image of

Putin that thewvere havingo scriptweekin and week ot They would have to deliver

their tape to the Kremlin every week, and it would get taken inside, then they would

come bacidown,and t he official would be I|ike, O6Yo
got signed off. You can understand that when it comes to political satire, it's going to be

watched by the Kremlit?°

%8 Interview with international format consultant, interview by Jeffrey Brassard July 10, 2014.
% Interview with Russian Producer, interview by Jeffrey Brassard, October 17, 2014.
100 nterview with MikeMontgomery.
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Even with the consent of a figure as connected and powerfdrastantinErnst,the Kremlin
demanded direct approval for anything that was at all satirical. The Russian state apparently
takes no chances on political programming, even when the sources is unapologetically pro
Kremlin. On the whole, however, Russianguoers have learned simply not to bother with

politics.

Conclusion

The Russian state is, and wikely remain in a dominant position with regards the
production of television fiction and ndittion in Russia. There is no venue outside of a few
cabeamad internet stations that are outside of
vagueness of the law and the overwhelming power of the state to apply it, along with an army of
wealthy, powerfubligarchsready to purchase an errant media propertyanany active
resistance extremely difficulRussiarproducers have deeply internalized the idea that they
should notunder any circumstancassk alienating the governmerithe Kremlin, thepolice,
and theoligarchsdo not even need to apply pressonetelevision producetis Russia to keep
them from making a joke at Putinbds expense.

simply make sure that what they are makinkgist-heartedapolitical entertainment

The following chapter will lok at the only fully stat@wned and controlled channel in

Russia, Rossiya One. This chapter speaks pri

system of authoritarian capitalism. As | wi
station hastrongly shaped the kind of content thdtasproduce. The needo servethe

interests of the state hawde the station a bast for drama programming that at its core is

rooted in posSoviet Russian nationalism and oftefiguresthe past to servine current

Russiaradministratiors ideologicalimperatives.
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Chapter3BRossi ya One: Putindés Lumbering Giant

As discussed in the last chaptetevision channels in Russia essentially exist on a
spectrum between authoritarianism and capitalism. Ro€sigds at the most authoritarian end
of this continuum. In almost every way its fictional programming serves official state interests
while, along with Channel One and NTV, the station broadcasts the official state versions of
news and current events teiRussiarspeakingoopulation at home and abroad. Isubtle
sensethe network is also responsible for disseminating an official version of collective memory
and identity. The genres that tend to dominate Rossiya One are historical costume dramas, war
dramas, literary adaptations and police and security procedurals. | have already discussed the
general tenor of police and security dramas 8keets of Broken LighesmmdKamenskayan
chapter two. While the genre is evolving on Rossiya One, sheddingoddh@confusing
narrative structures that dominated early fstiet examples, the overall purpose of such
programsemains relatively unchangefls a resultinstead of revisiting the poliggenre this
chapter écuses on the more historig@nres thieoffer an officialy sanctioned version of
Russian identityMuch of the fiction onthe state wned gi ant 6s ai rwaves ar
to entertaintheyalso help Russians create a new imagined community from the detritus of the
Romanov and Soviet Erips. This task, to a large extent, involves reconfiguringptistand
appropriating elements of Russian history to make thexblesn the Putirera. Notablya desire
emphasize th®rthodoxroots of Russian cultulenks many of these series thematigallmages
taken from several of the series are used to illustrate the importance of Russian Orthodoxy to

these series.

One of the most important themes put forward by Rossiya One is the idea of Russia as a

great nation, particularly as it relates to thi#wal sphere. An emphasis on Russtattureand
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its importanchaveb een a key tenet of the Russian state
president . For example, one year after he bec
unity is grengthenedby its inherent patriotism, its culturhditions,and shared historical

memory. Today an interest iheateRAndsisemalbisisahi st or vy
interest in our roots, in what we all hold dear. | am convincedHisaistthe start of a spiritual

renai sWihenRuinmbved into the Kremlin i®99,there was a very real sense that
perhaps Russiabs i mportance, culturally, mild@
period. Not only had the promise of detracy, that felt so vital in the days pérestroikaand

glasnostfailed in Russia, but its economic and cultural reach were a pale reflection of their
former glory. The countryés attempts to refor
ultimately endedn the rigged auctioning of important sectors of the Russian economy to allies

of Boris Yeltsin in the early 1990s. The economic collapse of -199®, left as much as thirty

percent of the Russian population in povértys cultural industries, while mer able to rival

Hollywood in the Soviet period, had essentialyut downThepostSovi et peri odds fi
had not produced any novelists with the impact of Dostoevsky, Tolstoy, Chekhov, Solzhenitsyn,
Pasternak or Bulgakov. Its film industry, ortbe home of master craftsmen like Eisenstein and
Tarkovsky, was now producing only occasional arthouse films, which struggled to find funding

and audiences both at home and abroad.

It is, therefore, not surprising that when Putin came to power one pfdfeets that his
government would undertake was to rpeistt ore Rus

there has been a concerted effort by the Russian state to use its dominance in the Russian cultural

! MacFadyenRussian Television Today3.
2 JudahFragile Empire: How Russia Fell In and Out of Love with Vladimir Putin
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sphere and its newfound oil and gas wetdtfundnumerousmportant cultural undertakings.

This project has largely been carried out on television since it is by far the medium with the
greatest reach in todayds Russia. The Russian
industryamounsto an explicit policy aimed not at defending cultural industries, but instead at
rebuilding a sense of national security and purpose. The principle beneficiary of this cultural

project has been Rossiya One, which has received a large share of thestonsniios such

projects.

The mechanisms for the Russian government
best described using Michel Foucaultds concep
Agover nment al i 4Thu,imhis Garkaon gossddiglist television, synthesizes
these two ideas in a way that explains a great deal about how the Putin government has used its
influence on the media in the past decade and a half. He theorizes that governments often put
forward a specific vision of theagt on television to build support for their policies by reshaping
memory.Foucault, accordingto Nguyéehh u, t heori zed that AfAmemory I
6technology of the self,d allowing people to
through the acof remembering or through tladfecto f bei ng nostal gic, 6 add
can also regulate the relati onsTheimpostemcenf i ndi v
memory for NguyefThu arrives wheit combines t wi t h Fouc aunmeéntalgy. not i or

He suggests that HAFoucault asserts th@is memor

taken up by largecale institutions of powefFoucaul t st ates that d@Aif o

SGiangNguyerT hu, fANostalgia for the New Oldness: Vietnamese
Media International Australia Incorporating Culture and Poli&014, 65.
4 1bid.
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memory, one controls their dynamism. And one alsudrots their experience, their knowledge

of previous struggleés peopleare showmot what they were, but what they must remember

havi ng®°Ngugea addsbati gover nment al ity according to Fo
contact betweehddaedhdbeéohggobbdbggebf dominati o
formeris implicatedinto a large scale institution of povdein this casepopular television

dam@® memory turns into a wo%Qovemmentalityatéscordis gover n
the use of partidar strategies to govern peopdeachieve enddeemedhelpful to society as a

whole.In the Russian case, it is the Putin led state not society that ultimately beatbétsthan

individuals Thereforeit is a different, state led form of governmentalitigose purpose is to

further the goals of the state which are seen as being for the benefit of society aextgebn

televsionthat seek to shape memoayyd hus a perception of the preseamid come from a state

institution like Rossiya One are clearly forms of governmentality. These texts are used to

mobilize the population of Russia and Russians that live in the former Kapablics into

viewing their history in a particularationalistic way andgs a resujtsupporting the policies of

the Putin governmengince Rossiya is a state institution, when one examines its programs,

particularly those that deal with the Russiastpa some substantive way, one is essentially

|l ooking at the collision bet waelegoveenmént ec hnol og

institution whose aim is to influence people.

Laura Basu uses the term memdigpositifsto describe the way that texthat seek to
shape cultural memory are ultimately more than simple texts. She prefers tlesfaysitifto

the common transl ation of F o aguweshatthidBnglishdea as

5 Michel FoucaultFoucault Live: (Interviews, 1961984)(New York: Semiotext(e), 1996), 92.
5NguyerThu, MANostalgia for the New Ol dness, 0 66.
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word implies too much mechanical fixity while Feua | t 6 s intentionvgas to suggest a
certain fluidity over time. The relation between the elementdafpositifin this readingare
fluid notfixed. Cultural memory, according to Bgasonnects the presemtoment tonumerous
other moments in histg to help subjectgenerateoncrete identities. She makes another

i mportant argument suggesting that Aa single

remembering; however, no text, genre o techn
Se adds that fAmost cultur al memories are made
of genres and mediaé it is not only a collect

their constellation: their positionirig relation toe a ¢ h  bThenetore nodndividual text

ultimately shapes the whole of collectiveemory; theyare merely part of a shifting whole that
together ultimately form the collective memory of a group or nation. | atgaeeforehat

television series can be these kinfislispositifsor apparatuses afiemorysince they can create

a particular vision of past events. Especiallpggregateseveratelevision texts can seek to

reshape memories of the past for a large group of people. Ibéheovesanyone looking at

meda in the Russian Federation today to examine the texts that are being created that deal with

particular aspects of memory and thus create a vision of Russian history.
Literary Adaptation: Bringing Russiabs Pride

Russia ha a long literary history that Russians are rightly proud of, but one of the facts of
postSoviet life has been the overall decline of reading rates in Ruissihould then not be

surprising that one of the majhasisontbnngngyds i n Pu

“Laura Basu, fAMemory Dispositifs anMemdhaStudiednne.ll | denti ti e
(January 1, 2011): 331.

8 1bid.

9 MacFadyen,Russian Television Todag0.
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Russian literary classics to the screen. Of the Russian networks, Rossiya One has aired the

greatest number of adaptations as well as the most successful ones. Three of their adaptations are
particularly noteworthy: the 2003 televisioreagt at i on of Fy ©ohd diotth® ost oy e\
2005 television ada p fTetMastenandoMargaviteakdithee 2009 Bul gak o
television movi e addagasBubalhatwoddlevidibn genek lzave béeo g o | 6
particularly influentiabecause of their source material, but also because they were the two most
highly rated series of their respective yedmBoth were also nominated for and won numerous

Russian TEFI Awards, which are roughly equivalent to the American Emmy Awards. The

Ministry of Culture of the Russian Federation funded theseviesand thus they fit into the

two-fold category of being entangled in two larggale institutions, making them tools of

governmentality.

While all of the films and series below have to ddwtite Russian past, either in the
form of literatureor the actual historical representatiptigir real importance is as

representations of present needs. As James Chapman notes:

it is a truth universally acknowledgé& among historians at leaisthat ahistorical

feature film will often have as much to say about the present in whicsimades

about the past in whichwt a s  dndotaktarian regimes such as Nazi Germany and the
Soviet Union, propaganda films used historical stories to make gxyarallels with the
presentJew SusandAlexander Nevskyor example, were consciously allegorical films

whose meanings were apparent to audiences at théltime.

10 Kachkaeva, Kiriya, and Libergalelevision in the Russian Federation: Organizational Structure, Programme
Production and Audien¢®0.
11 James ChapnmaPast and Present: National Identity and the British Historical Rilmndon: 1.B.Tauris, 2005),
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This statemenessentially corresponds with television series made in authoritarianlisapita

regimes. These regimes need to legitimate themselves in ways that are often not the case liberal
democratic states. When one party, or group rules, seemingly in perpetuity as in China or Russia,
as Zhu notes, officially sanctioned representationeeprast become important points of

justification?

The literary adaptations thakere producety Rossiya One in the early 2000
national television events similar to those describe by David Morley when he examined the
formation of British national ientity through the BBC. The Russian series are cléapyprtant
since each of themttracted nearly a third of Russian viewers, making them as significant to
national consciousness as any major sporting or political event. He suggests that through mass
tt evi sion events Apublic values penetrate the
the housédeing integrated nt o t he met a p’indMorleydskestirpationthistgpe | i f e . 0

of broadcast connects the center of the nation with the mamgthallows for the transmission of

identity. He adds that:

throughthe accident of birth within a particular set of geographical and political
boundaries, the individual is transformed into the subject of a collectively held history
and learns to value agicular set of symbols as intrinsic to the nation and its terrain. In
this process, the nation's "traditional icons, its metaphors, its hera@siaits and

narratives provide an alphabet for collective consciousness or national subjectivity;

12 7hu, Television in PosReform China
3 Morley, Home Territories 105.
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throughthe National Symbolic the historical nation aspires to achieve the inevitability of

the status of national law, a birthright

Essentially, it is this sense of a shacettureor a national birthright that the literary adaptations

on Rossiya One are sengito establish.

Both the adaptations of Bulgakov and Dostoevsky's novels were directed by Viadimir
Bortko, who is the most prominent director of literary adaptations in Russia. He helmed four of
the most important adaptatiortdeart of a Dog(1988), Theldiot (2003),The Master and
Margarita (2005) andlaras Bulba2009).Bor t ko 6s st yl e of adaptati on
textual fidelity. His adaptations diheldiotand Bul gakovds novel reprod:i
scene by scene, with large portions of thginal dialogue transcribed verbatim onto the screen.
Bor t ko0 s The &iots clearnty meaht to represent the literary text to a new audience in
the most faithful way possible so that it 1is
forefront. The series r epr datkdreterrsto $aimPetersbarg, e of P
and his attempts to navigate Russian high society in exacting detail witmiomhgal license
taken to modernize the language. This approach makes se¢heecontext of the drive to
strengthen the Russian sense of self. The creation of this series was primarily an act by a state
ownedtelevision company to bring the literary canon to the sa@eriroduce a new generation

to the classic works of Russidtelature.

Bortko would take the same approach two years later when he adapted one of the Soviet

periodds most accl ai med an dThéMastey and Margartav e | s , M
The novel iI's set in 1930s Mo &eenywepmts thetliving hei gh
141bid., 107 8.
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conditions, shortages, terror and paranoia that existed during the period. The novel itself follows

the arrival of a Satalike figure namedVolandto Moscow. He has come to judge the progress

of the Soviet project of creating@w socialist man. The book has remained one of the most

cherished works of Russian literature, which is whwasadapted'® The decision was made to

adapt the series for broadcast on Rossiya One, and it aired in December of 2005. Along with its
producton partner, Central Partnership, the channel was able to asseori#aundredand
twenty-five-million ruble (five million US dollars) budget for the series, most of which came

from the Russian Ministry of Culturé The serie@ st y | e asfquitasindaptb at i on
Bortkods prior work with Dostoevskyobés novel,
book and simply inserted into the series without very much adaptation. As a result, many scenes
involve characters sitting aroumattdhaving long décussions. Tweacenes, in particulaare

notable. The first occurs when the manager of a theater that has lagpsdormance by

Woland,attempts to collect money that mysteriously disappeared after the perforifiaace.

scene is completely static, feahg the two characters sitting and talkittg inclusion allows

Wolandto deliver one of thenostfamous lines from the novel. He denounces the Soviet

doubl espeak of ref er rdiengy eteo frroetsthenne sfsodoo da nads efixsc
failed ecsmomic systemThe scene, while important to the novel does not fit into a televisual
interpretation, since the discourse that lead&tol a fachdus denunciation is quite static and

does not advance the plot. Were it not for the desire to bring the patiel onto telvision

screens, thuspassiogn e of Russian | iteraturebds most bel c

notread oneimagines the scene would haween cuts superfluous.

“perekJ.HunnBul gakovds Apocal yptic Crit i(Mpw¥orkoEdwilMelleer at ur e:
Press, 1996), 1.
16 MacFadyenRussian Television Todag?2.
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There are in facdumerougimes that these kinds of scenes ape the series. Another
iconic scene in the novel soBehemathanddiogiev, t wo o f
invade the buil di ng t Thsscenk addsditdesto the lsezies Waraiwhoker 6 s
insteadof lingering on an exchange wigeone of the characters delivers a short but famous
dialogue protesting state bureaucracy and its inability to judge whether he is a writer. He
maintains that an author should be judged by their work, noting that examining Dostoevsky's

work confirms thahe is a writer. Thefficial chastises the minion suggesting that he istme

great Russian writer becauBeo st oevsky i s dead. Behemoth prot e
i mmortal, o which, in the context of mindies novel
on screen and is very static. The | ine delive

of the novel ands a resultthe series goes to great pains to include it. There are at least three
other examplewhere the directoncorporateslementghat are awkward on screen, including
the delivery of the most famous | ine in the n

taglinefor the series.

In 2009, bllowing the success of the previous two adaptatiBossiya One, again using
a gant from the Russian Ministry of Culture, produced a television film version of Nikolai
G o g oTarassBulbawith Bortko once again at the hekfiThe novelcenterson a group of
Ukrainian Cossacks, the titular TaBslba,and his two sons, and their stglg to drive the
Poles out of Western Ukraine, where according
atrocities against its Orthodox peopté8ulba is, ultimately, a sacrificial figure: he is killed by

the Catholic Poles and becomes a martyr for thebamed Russian and Orthodox nation.

Y CatharineTRi mer Ne po mnWiasihariyng iAtRree Past: Rus\Verdiiteratire t er ar y
Today no. 6 (2011): 56.
18 |bid.
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Catharine Thei mer Nepomnyashchy asserts that
the current geopolitical view of the Russian leadership which presents Russia as being constantly

under threat fromdangersu f or ei gn e n e m? Tasms Bulbatherefdretiraws We s t . 0
from literature to shape Russian memory and Russian consciousness, presenting the world of the

past and present as being in continuity since Russia is in danger from external enemies from the

Westat both moments

This anttiWestern theme isiost evident in the final act of the film, where Bulba, having
been captured by the Catholic Poles, is being buah#te stakeBulba defiantly pulls his hands
away from the guard to make the sign of thess while his guard ties him to a post. As he is
burninghe mocks the Poles who have invaded fAsacr e
comrades that they should escape so that they can see the invaders driven from Russian soil. The
last scene in the fih shows a large army of Cossacks, an ethnic group typically used by the
Tsars to defend Russiads west er Woickoverinfoens!| and s,
t he audience that what Bul ba propheseédwcaime
t he great strengt h ahdrgedRam anseeenentythdysvave baener€ o s s ac k

t hat feature prominent symbol s oafternthatt hodox Ch

191bid., 57.
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denotes early forms of the Russian Empire (Figure 3.1).

Figure 31. Cossack riders carryinQrthodoxbanners ride out to meet an unseen enemy

Each of these adaptations is similar in the sense that it presents a prestigious piece of the
Russian literary canon to a new audience that likely would not have encounteheaviise.
These adaptations also bring to the fonenerougexts through which the Russian literary
tradition a can be made fresh in the minds of television audieRoesdaptation of the literary
canon isthereforea way of rebuilding a sense of olttgical security for Russian audiences by
showing them the heritage of which they might otherwise be only distantly aware. These
adaptations also represent the use of technologies of the self on a national scale, since the canon
is so closely tiedo the way that Russians ultimately understand their place in the vidré.
adaptatios are an act of governmentalitiie state is trying to direct the people toward a
particular view of Russiab6s past. Brhnsegfi ng th
Russian importance in the world; since Russia has such a vast literary heritage, it clearly must
belong at the center of global culture. That programsTlids Bulbacan also be used to

reinforce an amwestern nationalism and focuses on Eastathodox Christianity as eentral
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feature of Russian identity is a secondary effect, albeit one that is doubtlessly important to the

Kremlin.

In fact, this emphasis on linking Orthodoxy and Russian nationalism pervades many of
the series that Rossiya Opeduces. The two sections that follow each emphasize the way the
station frames the Russian church as a key component of Russian identity. The desire to re
establish the traditional religion of the Russian people as a part of their identity seems to be in
line with one of the defining characteristic of television in authoritarian capitalist countries. The
particular articulation depends on the history of the country in question, but with the two largest
authoritarian capitalist states, Russia and Chirastiate seems to be determined to restore a past
religious system as the core of a new idenhlgither system can claim a legitimacy based on an
idea of a social contract, or any other philosophy to justify the deep control of the state over
many aspectsf life. Since communism as a political and economic philosophy is no longer a
plausible alternative, they seem to want to bring forward older forms of identity to justify their

systems as an alternative to liberal democratic principles.

It is also extrenely notable that television dramas have played a central role in both

countries in promoting these older forms of identity. As Ying Zhu notes:

The current Chinese government led by Hu Jintao has been calling for the building of a
6har moni ou swilsasrygforeardyChinese ltwdtural traditions rooted in
Confucianism. Chinese television has not missed the point. Television drama particularly

the politically charged dynastiramahas been articulating an agbrruption message,
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exploring options fopolitical modernization, and echoing the call for a Confucian

revival 2°

He addghatthe form these message&ehas shifted over time, depending on the particular

political needs of the party. For example pagntsto the late 1990s and early 2000sag=eriod

when television dramas fAplaying to popular di
despair about societyods perceived | oss of mor
bygone d*Theseporirayals.filked a particular need #metefore, we can conclude that
reaching back for older identities is in effect a way of, making the past serve some present need.
Elites in both countries are currently using thesewestern, nofglobal identities and

portraying them on television asvay to provide a viable alternative to Western liberal

democratic ideals.
The War Film: Defeating the Nazis Over and Over Again

Much | i ke in the Chinese case, Russiabds pa
discourselt should come as no quise that in seeking to shape the g@sviet understanding of
Russia, state television would turn to the Soviet triumph over Nazi Germany at the end of the
Second World War. What Russians call the Great Patriotic War is still an important touchstone

in Russian culture. As David Marples argues:

For modern Russia, the Great Patriotic War stands out as the chief event of the past,

partly because of the immense losses and sacrifices, but also as a defining moment for the

20 Zhu, Television in PosReform Chinal.
21 |bid.
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world as a wholéaced in this narratved with a choice between the menace of Fascism

and Russiatted resistancé?

Mar pl es adds that A[i]ncreased control over
virtual monopoly over 20reefthe mostrsignificant éemcesaob o u t
this control was the 2004 seri8htrafbat(Penal Battaliof, directed by Nikolai DostaPenal
Battalionappeared as part of the rup to the sixtieth anniversary of the end of the war and, in
fact, was one of the first series that examinéal the postSoviet Era2* Since it was on state

owned Rossiya, th€remlin clearly sanctionethe message of the series.

The series follows the exploits of one of the battalions in the Red Army, composed of a
mix of prisoners both political and crimin@lit focuses to a large extent on the exploits of the

commander of the battalion, Vasilii Tverdokhlebov, an officer who was captured by the Nazis

t

t h

but escaped following a botched execution. Returning to the Red Army, he is arrested and treated

as a traitor ath a spy. Ultimately, he commands a penal battalion whose mearegys/era

chance to fight as part of the Red Army in return for a pafélon.

What is striking about the series is that while it is about the Soviet victory over Nazi
Germany, it separateisd idea of the Soviet from a narrower vision of Russian patriotism and the
nationalistic desire to protect the Orthodox Russian fatherldralseries is anfboviet and pro

Russian, with battalion commander Tverdokhlebov standing in for Russia itsefacthleat he

2pavid R. Marples, Al ntroduct i onWa HJjasadian SlavoniclPapstd mo r y
no. 3/4 (September 2012): 288.
23 bid., 389.

“Birgit Bhem&es | aif i KimoKiltoraAprd 2006\Wa.r12 (2006),
http://www.kinokultura.com/2006/XBeumers.shtml.

Al exander Prokhorov, @AThe Shtr &tKineuhupaduyR00f ro.li3go on
(2006), http://www.kinokultura.com/2006/%3trafbat.shtml.

®Beumers, ANThe Serialization of War. o
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is mistreated by the Soviet secret police and forced to command a penal battalion despite his
loyalty acts as a sort of eclud the suffering of Russians in the USSRNowhere is the

connection of the battalion and its mission to save Russiapposed to the Soviet Union,

clearer than in the final scene of the series, in which the battalion has engaged in a hopeless
battle with the German army and has been all but exterminated. Only Tverdokhlebov and the
Russian Orthodox priest, who was Hde political prisoner, remain after they have successfully
held off the German offensivAt that moment the priest looks up into the sky and sees, in the
clouds, an image of the Russian Orthodox religious icon Our Lady of Kazan, commonly
associated witfiRussian victories over foreign, and particularly 1@@mhodox, invaders. This

image accentuates the idea that the battalion has given its life, not for the atheistic Soviet Union,
but instead for th@©rthodox Christiariatherland (Figure 3.2Y.verdokhlelov and his cohorts
frequently state that they are not fighting for the Soviet Union, but rather to protect Russia itself.
It, therefore, becomes clear that what is at worRenal Battalions a straightforward

appropriation of the Soviet mythos surrourglthe defeat of the Germans that reworks the
eventés history from the defense of communi sm
nationalisn?® The series is one of the earliest stapproved, posBoviet representations of the

war. As such, it ismportant in the context of the rebuilding of Russian memories in a way that

supports a new nationalism based not on the symbols of Soviet power or in any of the ideologies

27 Gedfrey A. Hosking,Rulers and VictimgCambridge: Harvard University Press, 2006).
2Prokhorov, AThe Shtr afnbaadtl ASrcerheiepneldi go on Russiads S
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of that period, but rather in a renewed pride in Russian accomplishments.

Figure 3.2 The Icon of Our Lady of Kazan appears in the sky above the battiefizdal
Battalion

The importance of such a reimagining should not be understated. By moving this event
out of the realm of Soviet communism and making it about the presemtfatipdly alters the
meaning of the events in question. It also seeks to create a continuity of identity through
Orthodoxy that would extend from 988 A.D, when KievanRus formally converted to
Christianity, to the present. The usefulness of such amtanis identity is important for any
country thais experiencinghe rapid changes brought on gigbalizationbut particularly for a
country like Russia that has had two massive shifts in its ideological center in the last hundred
years. Both Russia witBrthodoxy and China with Confucianism also benefit from the fact that
neither of those two formerly central cultural identitestainsdemocratic ideadBoth, in fact,
can tend towards strict hierarchies and obedience as core valuessant,teey aradeal for an
authoritarian system. The Russian Ortho@dwirch, in particulatis susceptible to beingp-
optedin this way because d@f& very close ties to the Russian state. The state still provides the

Russian church with a good deal of the fundingeiéds to maintain aging churches in the
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countryand there is no real separation of <church
LeustearsuggestsPutin has made a conscious effort to portray himself as a faithwés of

the Russian OrthodoxHorch, attending major services at the Cathedral of Christ the Savior in

central Moscow with the Russian Orthodox patriarch who maintains close personal ties to

Putin?® As a resultthe church serves the state. This control makes it ideah authoritaria

capitalist system since it can be made to offer the mes@géise state requires.
Historical Dramas: Bringing the Past to Life

Beyond the canon of literature and war film, the mission of rebuilding a sense of
the grandeur and importance of Russid the centrality of Orthodoxy on Rossiya One has also
involved bringing stories from Russian history back to the forefront of memory, especially those
that summon memories of great Russian achievements or important historical figseactic
is not niquely RussianMara Panaita discusses a similar trend in her study of the Turkish series
Mu ht e Kk e (Maghifjcent @ehtury Shest at es t hat W@Asome schol ar s
memory cannot be considered as evidence of the authenticity of a shared past; rather, collective
memory is a version of the past, selected to be remembered gnacgmmunity in order to
advance its goals and serve itsgeé r c e pt i o n. owhen@dtalk abadtcalectiveh at
memory, it is important to mention the identity aspect that plays an important role, especially
when we talk about past evernits geneal, the identity secures a sense of self by the wways
are positioned by the pasB This statement correspondsitiomeroushistoricalgenressuch as

the Chinese palace dramas mentioned by Zhu or Western programidik@idorsA recent

YAl icja Curanovi |l The Guardians of Traditional ¥alusst Russia and the Russian Orthodox

Church in the Quest for Stat(idew York: German Marshall Fund of the United States, 2015).

®Mara Panaite, ACollective Memory: Magnificent Century
Cas e o fJousnal ofdCinematographic Studi&ég, no. 16 (2015):18L1.
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Russian examplthatrepresentshe confluence of state power and memory is the 2014 twelve
partminiseriesY ekateringCathering. The visual text was produced by Rossiya One and made
with money provided by the state. As such, it further exemplifies ways of creatfieglun

historical memories of the Russian past.

MPK PUHAHCOBOW MMOAAEPKKE

w

AMHMCTEPCTBA KYABTYPbI
"OCCUMMCKOM GEAEPALIMIA

Figure 3.3 The Ministry of Culture of the Rus
beginning of each episode.

Y ekaterinavas producedavith funds from the Russian Ministry of Culture, whose lago
prominently displayediuring the opening credits of each episode (Figure 3.3). This prominent
placement of an official state seal grants the series the stamp of officialdom and virtually marks
it as a sort of stateanctioned history. The series aired in Mteember and early December of
2014. It was fairly successful, drawing approximately twenty percent of viewers natiofwide.

The series is a fairly straightforward retelling of the early life of Catherine the Great, who ruled
Russia from 1762 to 1796. bblifows her life and that of her family from the time she comes to
Russia to marry Peter the Third, Peter the Gr

social circles of the Russian court of that time and manages to ally herself with fot@e tha

S'Ksenia Genina, fAPobednoe shest voveeddKThetVetoriousarchser i al | i
Catherine Leads ¥dstiry Noeembee2s, 2014, http://mawe.eekti.rif/dpcthtml?id=2157007.
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aligning against her husband, who is a weak but tyrannical ruler. Most notable among these is the
Orthodox Church that would need to approve her as Empress fi@idreto belegitimate. As

she grows in her affection for the Russian people, a guhét distinguishe her from her

husband who hates the Russian people preferring his native Phesg@@wer grows. In what is
probably the most telling moment of the seregardinghe link between the Russian state and
Orthodoxy, Catherine standsfbee the key officers of the Russian army who have been
assembled to hear her proposal to help overthrow her husband. Withostgpart her

machinations will undoubtedHkgil, and she would surely be imprisoned and eventually

executed. After she makbsrproposalshe asks any willing officers to stegrward and there

is a long pause where nothing occurs. Catherine is then shown closing her hand over an
Orthodox icon that she is holding behind her back (Figure 3.4). The audience is clearly meant to
believe that she is asking God for his assistance. A few moments later one officer steps forward,

followed quickly by the rest, a clear sign that Catherine has been chosen by God to lead the

Russian empire.

Figure 3.4 Catherine holds an Orthodox icomirer hand whil e waiting for
decision to support her
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Cat her i ooattagtsvif tah tther h u¥éesemcdltars and idease The f
violin becomes the symbof this corruption of the young emperor. Peter is often seen playing
theinstrument as a way to relieve stress. The scene that is perhaps most notable in this respect
comes from the final episode of the series and occurs only a few minutes after the scene where
Catherine holds the icon described abdwee army confine®eter h the palace. Instead of
praying or trying to negotiate his way out of the situation he picks up his violin and begins to
play it (Figure 3.5). Theceneavokes images of the Roman Emperor Nero who is said to have
played his fiddle as Rome burned. Petartitmes to play even as one of the officers walks up
behind him and starts strangling him with a rope. The contrast betwebetlaigorand
Catherinebds is striking and clearly meant to
embraces the @hodox church. Other scenssatteredhroughout the seriedearly meant to
imply the continuity of Catherine with tregher Orthodox rulers of Russii one of the most
revealingmoments of the series, a smiling Catherine winks at a portrait of Ret&réat as she
is carrying out her coup against his grandson, implying a sort of fellowship between the two
rulers and | inking the two Agr e atseriégsendsfwithRus si a
a narration that st Setoakswas cioEmapon thestlirteéhtnbfher i ne t
September 1762 and ruled the Empire for thiolyr years. After she hatled,they called her

Catherine the Great. o
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Figure 3.6 Catlrine winks at a portrait of Peter the Great as she carries outahp against
her husband

The series and the associated manipulation of memory that it implies are clearly a way to
bring to life an important figure in Russian history by giving the awdiensense of intimacy
with her and particularly in her growth into a faithful follower of Russian Orthodoxy. They
follow her love affairs and eventually take part in her triumph, thus attaining a sense of
connection with the rulefheseries also tracdser many struggles within the Russian court,
particularly against her mother-law, whomakesher life as difficult as possible even to the
point of removing her children after they are born to shield them from her influence. She also
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struggles against ¢hindifference and infidelity of her husband wdayesmore about European

affairs and culture than the welfare of his people. The series serves as a technology of the self in
making one of the most famous and successful rulers of Russia into a higblygbégure It
givestheaudienc@ t angi bl e connection t o thereforehge eat 0 F
|l i kely to see the historical accomplishments
than just dusty historical oddities. Likestgeries that make up the constellation of programs that

center on literature or the Second World Wiagkaterinas essentially about refiguring the

Russian past to motivate people to be nationalistic an®Rpssian in a period where that is what

the stée needs.

Conclusion

The above examples are a small selection of the many series on Rossiya Gaeethat
nationalist overtones. What should be clear from the analysis of these series, however, is that
Rossiya One is a tool that is used by the Russiate 8 shape collective memory in a way that
ulti mately serves the over alThesegexamples aredifferdaht adi m
from analogous examples in the West,ifmtanceseries that air on the History Channel,
because they come fromRussian statewned institution, are often stafiended and, therefore,
can be seen as presenting a go#fstial version of Russian historAmong these are promoting
Russiads cultural heritage, partigutadityi onal
values linked to the Orthodd&hurch In the final analysigthis is very much an instance of the
cultural elites, primarily in Moscow and to a less significant extent in Saint Petersburg,
projecting a traditional, elite culture out to thstref the country. Since Rossiya serves the
Kremlin which is essentially the center of th

these types of representations are not surprising.
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The following two chapters examine institutions that are abpip@site end of the
political and economispectrumChapter four examines the work that Sony Pictures television
did in assisting Russian television companies (particularly STS and TNT) durimmgtiddephase
of rapid growth inproduction in the 2000$will discuss the industrial conditions and the
strategies that allowed the Hollywood studio to succeed in Russia, where many of its rivals
failed. Sonyds unique approach of embedding i
Russian operation bea thoroughly Russifie at the center of its strateddarticular
attention is given to Sonydés role and transfer

practicedrom the West to Russia.
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Chapter 4 Hollywood Goes to Moscow: Sony Pictures and the Miern Russian T.V
Industry

As discussed in the previoabaptes, the Russian state has used its resources,iboth
tebmsofc oer ci ve power and financi al i nvest ment s
structures, to instill a culture of selérsorship, and assure the production of highly nationalistic
programs that ultimately support its project to rebuild Russian nationalism. While the state has
been using its resources to produce patriotic programming, the Western way of making
television, asvell as global themegenresand topicshave been increasing their presence on
Russian screens. Genres like the sitcom and numerous reality television formats leave had
major impact on the markeis a resultat the same time as the state has beemmfor a view
of Russian identity in opposition to the West, the television industry that they worked so hard to
control has been steadily adopting Western practidés.chapter examines the role that the
Hollywood studio, Sony, has played in the depehent of the Russian television industry in the
Putin era. Sony, more than any other Western major, has played a decisive role in shaping both
progranming andproduction techniques in Russiaoughits approach to production in markets

outside the Unite&btates.

In fact, one of the most important factors in the transformation of the Russian television
industry during the Putin era has been the influence of major Western studios in shaping the style
and the types of programming tlae producedrox, Waner BrothersDisney and Sony all
attempted to enter the Russian market in the 2000s. Ultimately, most of them ended up finding
limited success in Russia. The exception was Sony Pictures Television, which not only found
succesdut in the end transformede Russian market. My conversations with people who
worked in thisindustry, interviewsfoundin the Russia press and documentary film sources

showthat Sony played a central role in building the infrastructure of the two largest
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entertainmenbnly netwaks in Russia. Songchievedts success because it used a very different

strategy than its Western rivals.

What makes Sonyds move into the Russian ma
navigating the authoritari armalpugpgasefordbdingst syst e
involved in the production of television ser.i
stateled economic system forced Sony to open a branch in Russia. The company used this same
practice, in countries like Brazil and itimhately served them welSony was able to introduce
genres and production techniques from the global market into Russia by carefully balancing its
role as a global company with the need to avoid the impression of itself as a Western, imperialist
force.lt did so by being deeply engaged in the market and committing reséarrgedsrm. The
tactics it usedllowed it to operate in such a way as not to draw the attention of the Russian state

or alienate its local partners.

According to Marc Lorber, an inteational format consultant, Sony moved into the
Russian market because of structural factoteenAmerican marketle suggested in an
interview with me that there was increasing competition and a high risk of television products
failing in the United Stas in the early 2000s. This shift was the result of the broadcast networks
(ABC, CBS, NBC, and Fox) shifting much of their primetime programming to unscripted
shows! Courtney Brannobonoghue confirms Lorbero6s account
expansion int@razil2 At the time this meant that more of the pilots that Sony produced in

America did not make it tair, and those that didiere often cancelegery quickly. Lorber

! Interview with Marc Lorber.

2Courtney Brannolddono g h u e, A6LIighting Up Screens Around the Wor
Strategy Meets Contemporary Brazilian and Spanish Cinei
2011).
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suggested to me that ofitold tylhe mdat wo rsihessir@lcd&y i Sio
theUS, so the only business left open to them before they got backabtewas expanding

their forefTme o efrartdiogrs.dperations often i nvec
catalogof older programs and selling them to chanirelsther global markets. As Brannon
Donoghue suggests fAthe | ocal | -veide gxpaaigentinp r od u c t
systematic |l ocalizati on a*dhisshsifstowartisgrodyding locall t el
content, though sometimes bd®nan American or Western formatsas a turning point in

studio efforts toward local specialization.

BrannorDonoghue, suggests that Sony was among the leaders in the development of

new business models that reimagined the relationship between Hotlyamal both local

production companies and | ocal audi ences. I n
and SpainBrannebonoghue shows that Sonyds efforts in

were focused on integrating into the local markeBrazil,s he suggests that the
strategy involved incorporating itself in that market and recruiting local talent with strong

connections in the local industry that could serve as liaisons. linasstedcapital in local

product i on.sBiahlen opevation also gistributed Hollywood films in togintry

which at times clashed with their role as a producer of lmmalent According to Donoghue

Sony also brought in personnel from its American operation to augment the Brazilian industry

and as such played an important role in building up additlmmalan capitain Brazil. Her

account suggests that, in Brazil, Sony was constantly negotiating market conditions and culture.

3 Interview with Marc Lorber.
4Courtney BrannoiD o n 0 g h u eand LécSllomryguage Productions: Congl omerate
Fl exi bl e Local i zat i onCineroarJoutn&b8, ndG4 (20k4a:27.Fi | m Mar ket , 0
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Contrary to the expectations of politieonomistsvho assume thaVestern corporations
impose their cultural practices on places like Brazil, Donoghue show that in Brazil there was a

constant tension aregotiatior?

Donoghued6s wor k on So nfyrihey attested tb thisicorglpseom i s h o
According toheraccountthe Spanish operation struggled precisely at the moments where the
Los Angelesbasedheadquarters would interfere with local decisions. She also suggests that
Sonyb6s focus, repeating many of t lpredudtienct i cs t
scenarios, failed due to too much commitment to telling specifically Spanish stories. They
preferred these types of products to thoeee universalhemes that might have found wider
distribution in Europe and Latin America. A subsequent degh the Spanish film and DVD
mar kets due to piracy, ultimately | ed to Sony
was that Sony closed their operations in Spain to focus on more lucrative markets in Central and
Eastern Eur opeuntDonhbogweuveedrs, adkcocens attest to Sor
markets, particularly their habit of establishing local offices to act as mediators between center

and margirf,

Sony was not, however, the only company that decided to enter Russia and other
emergingnar ket s. Michael Curtin asserts that al/l
studios and other major media holdings |ike R
for opportunities to establish a presence in some of the largest and mosampuetlia markets

in the world’ These efforts took the form of goductions with local companies. Part of this

SBrannonRDonoghue, AoLi ghting Up Screens Around the Worl db:
Meets Contemporary Brazilian and Spanish Cinema. 0
5 1bid.

"Michael CurtinP|l ayi ng to the Worl doés Biggest AudviBerkaleg:: The Gl
University of California Press, 2007), 209.
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movement towards creating a larger global presence has been driven by the increasing
purchasing power of consumers in other parts of the waAddCurtinreports,Hollywood studios
had ignored markets other than Europe until aroundidel98Gs and early 1990s when the rise
of China,India,and the Asiamigersbegan to leave people with a greater degree of disposable
income. By 2014 becausethielong-sustainedyrowth of developing economies, particularly
Brazil, Russia, India, China and South Africa, Hollywood was placing a greater emphasis on
developing their assets in these markets. Braibmmoghue supports this assertion suggesting

t h anterndtional markets noaut-earnthe North American domestic market by two to one for

the maj o studios. 0

Perhaps one of the key differences between the local markets in Latin America and Asia
that Sony entered and the Russian market was the congilkteflproduction capaciin the
latter. Russian studios and channels lacked both physical shooting space and, more significantly,
writing talent.Donoghue suggests that Latin America and other markets that Sony explored had
relatively robust and wekstblished television and film production cultuPeRussia, however,
had failed to develop human capital in the sphere of television writing. Fictional programming in
the country had mostly been in the form of short rearies and the lack of productiomahgh
the 1990s left it with a dearth of talented people who were able to work in the field. While it
would not be totally accurate to suggest that the Russians were rebuilding their industry virtually
from nothing, their infrastructure was clearly nottapVestern or Latin American standards. As
the documentarfxporting Raymond whi ch chronicled Philip Rose

Everybody Loves Raymotalthe Russian market showed, Russian produspacesvere low

8BrannonRDonoghue, A Soaryg aangle LBrcaducti ons. 0
9 1bid.
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quality. Lorber told me that when Soayrived in the Russiacapital,there were essentially two

kinds of studios that were available to them. He recalled that:

there were old, creaky horrid studios in Moscow that were really built in the 40s, 50s,

60s and maybe added onto in the 70s. Theg\werhaps sound proofed, but they were

ugly,ghastly and] hot. The air conditioning and [
modern wiring, and they were dark in the h
They wereno6t bui ketkindobdungeph®a mour ; t hey we

These studios were essentially left over from the Soviet period. The studixfuating

Raymondvas shotn (Figure 4.1) is the iconic, by Russian standards, Gorky &tidiowhere

many of the most famous and culturally signific&oviet era films and television programs

were recordedPerhaps the most significant of these was the 1973 television miniseries

Seventeen Moments in Sprifitne image below illustrates the difficult conditions that Sony and

its employees had to enduréie working in Russial.orber recalled that the second kind of
studioswasn f act ori es that were remadeodo adding that
balkbearing factoryo that fAcontained twelve to
ocupied by Sony. These facilities WeBege essent
suggested that soundproofing often consisted of nailing whatever soundproof material might be
easily available, fomstancecouch cushions or foam, to the walls and ttenstruction was

constantly ongoing? He observed, however, that despite the serious shortcoming of the physical

facilities fAamidst that there are peotpelee goin

10 |nterview with Marc Lorber.
11 bid.
12 |bid.
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werepeopl e dr essed i heremerd&varrety af shevs gaimg, so & wak
likeacrazycampési t was a | ittl e |YBeoausdothéstpsollemns,d i n t h

many Russian producers weltependenb n Sony 6és help to bring their

international standds.

Figure 4.1 Gorky Film Studio exterior and interior shivtsm the film Exporting Raymond

Another area of weakness in the Russian televisidastry wasn humancapital,
particularly writers. Several of my interviewees suggested that story wtsgne of the
weakest parts of the Russian industrgony was forced tbuild the creative infrastructure for
themselvesDifficult working conditions and a highly transiembrkforce complicated the
situation With regards to thiaborcondition in theRussian televisiomdustry,Lorber suggested
to me that Athey just have a different way of
guilds and unions [that)Vesterncompanies and countrieperateon[sicf |t 6 s not neces
[about]thebee f i t s of the worker. Thereds not a | ot

t hi ngs YHeldgedthhtat . 0

13 |bid.
14 Interview with Simon Tucker.
15 Interview with Marc Lorber.
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theymight work a very longlay, and by the time they left, got all the way home then got

all the way back, t hdegp. Sochaylwduld&leep bnaheset, any t
which got banned eventually. They would sleep anywhere they could: in cars, in the

studio, in a variety of places and there were minorities from Moldova and other regions

of Russia who werkving in, effectively, stipping containers behind the studfo.

The impact on the workers of such difficult conditions was high turnover. The quality of the
programs often suffered from both the hocnature of the facilities and the lack of skilled

workers. For example, duringgtirst few seasons dfly Fair Nanny,there are many instances

when one can see the bottom of a boom microphone at the top of the screen, reflecting the lack

of skill of the operators and poor attention to detail.

Staff turnover was not merely a resoftthe conditions in the industry. Rather it reflected
general trends in the Russian labor market at the time. Lorber explained the problem with
retaining staff as foll ows fibecause it was th
tellerthem xt week thatodos wher e tBeoause alotofiewaaboue n] af
makingmoneyl t wasnodot nepathsStwasi Apoat chowe'do | feed
Exporting Raymondepicted this problewhen the writers that were commissionednake the
series during Rosenthalés first trip to Mosco
the beginning of production. This absence may have been part of the natural process of turnover,
but as my interviewees suggested, regular Rusdevig®n producers consistently had
problems with storytelling and writing teams were extremely overworked and understaffed.

Those that were in place lacked experience and often took their inspiration froandilm

18 | bid.
17 Ibid.
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therefore, often had difficulty understding the basics of television. Simon Tucker who is part

owner of a Russian production company suggested:

When | got to Russia, it was |ike fAvoiceov

confuse the ameayhanwvee d osd héd m&kfif wh | ? watsd 9 itkhr

in theafternoon;® m realywat chi ng. I 6 m e i sdmethingand oni ng

the [television] is on.o®ou have to tel

His statement suggests that even those employed in writing and productieerpéttle sense

of the conventions of the medium when they started to produce television domestically. This
ignorance was of course very problematic. The problems Russian television companies faced
with regards to the production of television fictieal la few of them to seek help from Western

producers, particularly the major studios.

While Sonycollaboratedvith different Russian studios and television networks, their
most important partnerships were with the two nWissterrorientedtelevision netwrks STS
and TNT.Both networks were similar in looking to build themselves as entertainment brands in
the former Soviet territories, but both at least initially lacked the physical and creative capacity to
do so. They became two of the leading network®ussia in large part because of the
partnerships they developed with Sony. The most successful programs on both networks in the
period from 2003 to 2009 were almost universally coproductions of either original programming
or more commonly formats. Ultimally, Sony is responsible for building much of the creative
talent, particularly on the writing sid€he normal development of local taleas Russian

companies began producing more contaatounts for part of the growth, but it seems

18 |Interview with Simon Tucker.
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undeniablethatSoy 6 s i nfl uence, particularly in guidin

creating the shaping the programming on both STS and TNT.

Sonyb6s success in the Russian market 1is no
majors. Of the major Hollywoodwstdios (Warner Brothers, Twentieth Century FDisney,and
Universal) all of whom attempted to have th@iogrammingwvidely accepted, only Sony was
able to do so. Virtually al | -lwdanddndedwththeer st u
complee failure of their programs. Sony, conversely, was able to prahweahit shows, with
a number oflifferent partners. The Russian networks were particularly interested in working on
sitcoms because of the compressed broadcast schedule that Russaksriend to use. As a
result, according to Lorber, the Russians wanted series that had more than one hundred episodes
that couldbe adaptedobr the Russian market. Many sitcoms fit into tbégegoryand Russian

networks made deals witieveraHollywood studios to license and adapt th&€m.

My intervieweeaat t ri but ed Sonyodst s dadwes®dthecalmrd t he o
that Sony brought to Russia and the model that it championed for the production of Russian
language adaptations of their prags. Not all of the series that Sony brought to Russia were
successful of course. One of my intervieweesef@mplen ot ed t hat Sonyds att
adaptation of Dream of Genieost the compangore thartwo million dollars and failedo
advance beyonde pilot stageBut on thewvhole, Sony succeeded, particularly with adaptations
ofThe Nanny, Everbody Loves RaymondndtheMar ri ed W
adaptation of the Columbian telenov¥la Soy Betty, la Fe#n essence, Sony programs ware

powerful force on Russian television from 2004 through the end of 2014.

19 |Interview with Marc Lorber.
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This ability to produce a succession of hit programs and sustain them over a large number
of episodes is what makes Sonyds story in the
even more interesting when one considers failures of the other major shadlhmes. suggested
that both Disney and Warner Brothers had struggled in the Russian market even in the rare
instances when they sold programs to Russian networks because ahthillingness to embed
their personnel in the countriisney soldGolden GirlsandHome Improvemertb Russian
networksBot h programs failed to gain traction in
[ Brot hers] never goterd dixeamedieatbat thely solgl i {sibleghreeé [ t h e
never made it to pilots, another two got piloted but never made it to air, and the other never made
it very | ong ?Lsoircble rbdoesy oonpdi ntihoant .wbpas t hat many o
other than Sonprovided only minimal consultancy services, as they did in other markets and
likely did not understand that the Russian production companies had very little experience and

therefore, tended to struggle with adapting scripted formats on their own.

Severabf t he people that | interviewed sugges
in the market had to do with their willingness to take significant financial. ridiesy gave
S o n godssiltancy strategy as an exampl8ony was willing to send consultatéswork on
the programs for several years. Most often these were Hollywood veterarssgnetit deal of
experience working on sitcoms and other types of programs. An international format consultant

that | interviewed put it hassommiped fyomshe ety eanigst t h at

o

stages of writing ?ARussian gréative director wha haddsigréfitanto n .

experience working with Sony supported this s

20 |bid.

211bid.; Interview with international format consultant; Russian Creative Director, Interview With Ri@sative
Director; Interview with Russian Producer.

22 Interview with international format consultant.

126



succesgn mostoftheirprd uct i ons was AAmerican consultants
That 6 s (THesecrstelMarriedfWith Childrej éThat 6s t he Naweyer et of |
that s somet hing whi ch ma k suscessfilandsothelrd afefn@r e n c e
sux e s s’ The docamentarixporting Raymondhows a very good example of this on the

ground engagement. In tdecumentarythere areseveralAmerican consultants who are deeply

involved in the process of casting and writing the first few episodes pféigeam including the
president of Sonyds international division Je
present through all of the meetings, often mediating conflicts between the Russian writers,

costume designers, directors and actorsamdtil o c ument ar yés narrator an
Everybody Loves RaymosHowrunnerPhilip Rosenthal. Lerner and Vaczy are both in Russia

before Rosenthal arrives and during the year when the development of the program was on

hiatus. Simoruckersuggested in aimterview thatLerner, in particulahad invested a
substantial amount of personal time in the Ru
on flights to Russi laisRadgsianpatnersiappeciabeehggan o and t h

commitmen*

Ingene al , however, Sonyds use of consultants
production climate of the Russian market and to estaloightermrelationships with many
Russian producers amotecutivesRussian producers and American consultariesviewed for
this projectsuggested that the embedding of consultants in the market repraberiesg
differentiator between Sony and its Western rivals. They all agreed that what ultimately

undermined both Disney and Warner Brothers in the Russian market wasthidingness to

23 Interview With Russian Creative Director.
24 Interview with Simon Tucker.
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keep their employees in the market long term. Tucker noted that Russian producers were
particularly sensitive to Western companies coming to Russia in simply to extract money and
then quickly departing. For example, Lorber and another @ansindicated that one of the

central problems that Disney encountered when they attempted to enter the Russian market with
programs likeGolden GirlsandHome Improvementas that they sent consultants over only for

a shortperiod only about two week®oth of the programs struggled in the Russian market and
ultimately failed to gain the kinds of tip@pularityof Sonybacked program$iome

| mp r o v RossiantvaispPapanavseruki (Dad, the Jack of All Tradg$astedonly forty
episodes, whil&old e n  @Russianydision titleBolshie ZhenshiniGrown Womenfared

even more poorly andas canceledfter only thirtytwo episodes.

The presence of Hollywood writers was a key to bridging the cultural divide. The
Russians provided the local contexthile the consultants helped the Russians avoid the
common errors that might damage a programés

the genre. One international format consultant suggdsaRussian writergéimake the classic

mistakes [thdtevery writer in a sitcomfaceé Thi s j oke is hilarious,
chaact er . 6 0 Acfctohred ipnrgo tsoa yhsi,m 6 wel | , we can't
writers], they"lI/I go f 0% This phenojeodarelarge pantat ' | |

relates to the problem described above, Russians in genenatjtieus, in particulardid not
have sufficient exposure to the sitcom genre to be able to successfully execute the work of

localizing particular programs without substantiaistsance.

25 Interview with international format consatit.
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The situations described above were not merely related to the sitcom genre either. Two
projects that Songo-producedvith STS, both major successes were melodramas. Both these
programs ran over one hundr ed arpifeengsdaetle and we
period in question. These programs benefitted
protectingthe brand that they were bringing to Russia. In particular, with prograni¥dik&odis
Kpacivoi(Not Born Beautifyl, an adaptationfdhe Yo Soy Betty, la Felarmat, Lorber told me
that many times Sony struggled with the very common Russian practices of aggressive product
placement. Particularly in the early days of pBstiet Russian television, there was a desire to
monetize prognas as much gsossibleand this led to the often clumsy inclusiomaimerous
products on screefor example, in the opening creditsy Fair Nanny the lead character, in
cartoon form holds a case of cosmetics that bears the logo of the firm Avare(#ig).The
figure below illustrates the crude way that product placement was integrated into television
programs made in Rusgiaring this periodLorber suggested that often the Russian writers
would do this at the expense of the characters, es$ghti@ing them use or showcase a product
that directly cl as he &®Inhetubito makemoaeitle Russiands per s
producers were not fully taking accouritthecore elements of the story and characteérs.
worth noting here, that éeast in the case of the Chinese adaptatiofoofoy Betty, la fethe
possibility of aggressive product placement was one of the elements that made the series
attractive. It is possible that this aspect also attracted the Russian prédu¢kile. Sory was
not completely able to stop this process, they tried to minimize how much product placement

disrupted the overall story telling.

26 Interview with Marc Lorber.
”Mor an and Ma, ATowar €louNu(N¥uWutDii Tha Yo S&ydBetty loaRega Farichise in
the Peoplebdbs Republic of China, o0 129.
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Figure 4.2 The opening credits of My Fair Nan
cosmetics brandds | ogo.
S o n y thmitmenbto embedding itself in the Russian market is evident in their

willingness to invest capital long term in the market. In 2006 the company, which had primarily

been cooperating with the Russian production company Amedia decided to purchase a

controling share in another studio LEAM.?2 By purchasing thisompanySony was able to

acquire approximately five percent of the television serial production in the Russian market.

Tucker, suggested that this type of investment is key in the Russian makesdet the
perception of foreign media companies as bein
t hat youbre just there,ttheenmadked omadrney hamdk ttad eby
i nt er e s t®Fdr Sanyito operate. fay extendeeriods of time in the Russian market and

have the sort of success that they had, one of the keys was that they had to keep some of the

capital that they generated in the country.

2Yulia Kulikova, fASony Pictures vpisalas6 v rossijski]ij
KommersantApril 9, 2006.
2% Interview with Simon Tucker.
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