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Policy and Production Encounters Around Children’s ‘Television’ and Diversity: Facilitating 

Arab-European Dialogue  
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Ethnocentrism that favours North American and European perspectives is a persistent characteristic 

of both the industries that produce children’s screen content and also academic scholarship on 

children’s media and the policies and practices that shape children’s content. This presentation seeks 

to address this by examining a series of cross-cultural encounters that occurred in 2017 and 2018 

between Arab and European stakeholders who met to discuss European screen content made for 

and about children who have arrived in Europe from the Arab region in the last few years. The 

encounters took place in three AHRC (Arts and Humanities Research Council)-funded workshops in 

Manchester, Copenhagen and Munich, bringing together producers, broadcasters, children’s 

advocates and  academics.  Designed initially  to share research findings from an earlier three-year 

AHRC-funded project on pan-Arab television for children (2013-16), the workshops ended up 

achieving much more.  In addition to alerting European practitioners to the media needs, wants and 

experiences of young Arabic-speaking children, another key objective was simply to create space for 

critical reflection and dialogue between Europeans who regulate, commission, fund, produce or 

comment on children’s content and their Arab counterparts.  In discussions stimulated by clips of 

European and other non-Arab content featuring children of Arab heritage and other migration 

backgrounds, participants from Egypt, Jordan, Lebanon, Palestine and Syria exercised a rare 

opportunity to provide feedback to their European colleagues. Instead of being the recipients of 

content, expertise or humanitarian interventions from bodies based in Europe and North America, 

they shared their expertise and knowledge of Arab production and reception contexts. Drawing on the 

research team’s role as workshop facilitators, this talk explores how researchers can work with 

practitioners from different parts of the world not only to generate insights, but also to encourage 

collaboration. The talk will show how such collaboration can generate recommendations aimed at 

enhancing  provision of content that reflects diversity and children’s participation in producing it, 

thereby going beyond the usual policy emphasis on  protection. In doing so it also reflects on  both 

the challenges of working with industry participants and the challenges facing an industry whose 

responses to issues around migration and diversity are taking place within the context of doubts  about  

the future of children’s broadcast television, the diminishing role of public service broadcasting, 
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pressures on funding, and the rapidly changing dynamics of content distribution which reflect shifting 

power geometries within the industry away from traditional broadcasting towards online provision. 

 

Jeanette Steemers is Professor of Culture, Media and Creative Industries at the Department of 

Culture, Media and Creative Industries (CMCI) at King’s College, London. She is the author 

of Creating Preschool Television (2010) and Selling Television (2004), co-author of European 

Television Industries (2005) and co-editor of European Media in Crisis (2015) and Global Media and 

National Policies: The Return of the State (2016). She has written numerous articles about the 

children’s television industry. Her most recent book publications are Children’s TV and Digital Media 

in the Arab World: Childhood, Screen Culture and Education (with Naomi Sakr, 2017) and Screen 

Media for Arab and European Children: Policy and Production Encounters in the Multiplatform Era 

(with Naomi Sakr, 2019). https://www.kcl.ac.uk/people/professor-jeanette-steemers 

 

 

PANEL 1: SKAM GOES TO EUROPE 
24 October 2019, Conference Day 1 

 

Panel session 1: SKAM goes to Europe – The German, Italian and Spanish adaptations of a  

                           successful Norwegian teen drama 

Chair: Lothar Mikos (Film University Babelsberg) 

      

 

1. More than Just the Format: SKAM Italia. How to Adapt a Production and Distribution   

    Model  

    Luca Barra (Università di Bologna)  

 

SKAM Italia, the Italian version of the Norwegian SKAM format, was released in March-June 2018 

with its first season, developing initially mostly a cult, teen-age following. Major attention – and a larger 

promotion – were given to the second season, which followed a few months later (October-December 

2018). A third season is ongoing (March-May 2019), and a fourth, last one is already in production. 

While maintaining the plot structure, most aesthetical traits and the distribution model of the original 

series, the Italian version has also been a ‘playground’ for both minor changes and major innovations.  

The paper will then reconstruct the main steps, the many decisions and the (intended and hidden) 

logic of this multi-faceted national adaptation, and reconstruction, of the scripted format for an Italian 

young audience. Three different, intertwined, levels will be taken into account. Firstly, the 

development and writing phase: the format acquisition, the sharing of knowledge and best practices, 

the relationship with the original and foreign production teams, the mandatory localization choices, 

some big modifications in the story (i.e. the inversion between the second and third seasons). 

Secondly, the production process: the difference in budget and its results, the casting decisions, the 

locations selection and management, a distinct approach to directing. Thirdly, the distribution model 

adopted: the switch from public service broadcaster to a private commercial on-demand platform 

(TIMvision, owned and operated by Italian telco company TIM), the maintenance and adjustments to 

the double-release system (with clips, social media and full episodes), the change from free to pay in 

the third season, the promotional efforts. 

Building on a media production and distribution studies approach, the research will discuss the results 

of several in-depth interviews with Ludovico Bessegato, the author and director of SKAM Italia, and 

of other professionals involved in the production of the Italian version of the series, as well as of a 
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short participant observation on the set of the series during the production of the fourth season. The 

full reconstruction of SKAM Italia’s production and release decisions will lead to wider considerations 

on the national and cross-national aspects of youth culture, and on the constant and complex 

mediations between television and digital media trying to attract and engage this specific audience.  

 

Luca Barra is Senior Assistant Professor at Università di Bologna, Department of Arts (DAR), where 

he teaches Radio and Television History, and Digital Media. His research mainly focuses on television 

production and distribution cultures, the international circulation of media products (and their national 

mediations), comedy and humour TV genres, and the evolution of the contemporary media landscape.  

 

 

2. The Cultural Transformation of SKAM into DRUCK, the German adaptation  

     Lothar Mikos and Christine Hartmann (Film University Babelsberg)  

 

In March 2018, the (television) series DRUCK was launched on the youth channel FUNK by German 

public service broadcasters ARD and ZDF. DRUCK is an adaptation of the Norwegian teenager series 

SKAM (2015-2017, NRK), which was very successful internationally. SKAM deals with the everyday 

life of Norwegian teenagers in four seasons, with each season focusing on a different character. The 

production of SKAM was preceded by a long research on the needs of teenagers in Norway, although 

NRK is already producing a very successful teenager series, ‘Jenter’ (2013-; 10 seasons to date), 

which was awarded an Emmy.  

The German adaptation was produced by the Cologne-based company Bantry Bay, a subsidiary of 

the Munich-based distribution company Beta-Film, on behalf of FUNK and ZDF. The budget for the 

first season was relatively small. The first season was published from March to June 2018, with a total 

of approximately 50,000 subscribers and 3.4 million views on Youtube, the format’s primary 

distribution platform. Due to the great success a second and third season were commissioned. The 

second season was published from December 2018 to March 2019, the third season from March to 

June 2019. After the release of the second season, DRUCK had approximately 275,000 subscribers 

and 31 million views on Youtube.  

Our paper deals with cultural adaptations in the production process of DRUCK (Moran & Keane 2010). 

The focus is on the adaptation process, especially with regard to casting, storytelling and the 

publishing plan, i.e. the process of publication on the various platforms and their coordination. An 

exact casting of the main characters according to the Norwegian cast was not intended. Nevertheless, 

some of the actors have obvious similarities. For the first season of DRUCK a complete ‘Rewrite’ by 

the author took place. All in all the narration is strongly based on the Norwegian original. All essential 

plot sheets, plot points and character developments throughout the season correspond to the 

dramaturgical structure of the first season of SKAM. The international success of SKAM has shown 

that the core content of topics and problems addresses a young target group independent of 

nationality and culture. But still there are some changes in the plot that were primarily motivated by 

cultural differences. The videos and episodes of SKAM have been published on a separate website 

since 2015. Additional platforms were Instagram, Youtube and Spotify. For DRUCK Youtube was 

chosen as the primary distribution platform. In addition, content was published on Instagram, 

Snapchat, Tumblr, WhatsApp and Spotify.  

Based on participant observation at the production and interviews with authors and producers we will 

show the similarities and differences between DRUCK and SKAM in more detail.  
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Lothar Mikos is Professor of Television Studies at the Film University Babelsberg. His research 

mainly focusses on transnational television, global media economy, digital distribution and audience 

studies.  

 

Christine Hartmann is a student of Media Studies at the Film University Babelsberg and works as 

Junior Producer for Bantry Bay.  

 

 

3. What does SKAM Italia have against Tuesdays? Emotional engagement and audience  

    reactions in SKAM Italia  

    Stefania Antonioni (University of Urbino Carlo Bo) and Laura Saarenmaa (University of Udine)  

 

Following the success of the original Norwegian version, the teen drama Skam has been produced 

and distributed in other countries, with basically the same plots, characters and transmedia structure. 

Its storylines develop through different media and different forms, displaying both mixed modes of 

storytelling and mixed modes of reception. Our paper will focus on the Italian version of Skam, which, 

like every Skam adaptation, presents its specific cultural and local references to the Italian context, 

and to the city of Rome specifically. In Italy, Skam clips and episodes for seasons 1 and 2 were posted 

on a free access website owned by TIMvision; season 3 clips and episodes are distributed on 

TIMvision VOD streaming platform. The release system is peculiar: the clips’ releases are not 

scheduled, so the viewers must pay constant attention to the website and the social media pages to 

be up-to-date. The overlapping of real and fictional time and the dissemination of social media profiles 

contribute to a sense of continuity between fiction and reality, which can be related to as a form of 

liveness (Bourdon 2000). Concerning at the same time the chosen storytelling style and the different 

contents’ self promotion, this particular strategy reinforces the engagement and affection mechanisms 

experienced by the audience. In fact we can assume that Skam is particularly suited for teenagers, 

whose audiovisual modes of consumption require (and offer) a quite wide amount of performativity, a 

sense of commonality and the perception of belonging to a ‘hidden niche’. Part of the success of the 

series lies indeed in the audience’s perceived closeness and exclusiveness, a feeling of being part of 

a ‘tribe’. In our paper we will focus on the analysis of seasons 2 and 3 of SKAM Italia for three reasons: 

first, audience and media interest grew considerably during season 2; second, in season 3 the 

audience experienced a change in the series’ distribution from free to pay; third, Skam Italia chose to 

swap storylines and characters of Skam original seasons 2 and 3, deliberately moving up the LGBT 

storyline to season 2.  

In our analysis we will try to answer the following research questions: 1. How is liveness constructed? 

To what extent can it be considered one of the means of the success among the Italian audience? 2. 

Which are season 2 and 3’s peculiarities, and how have audiences dealt with the specific themes and 

topics developed through the two seasons? To investigate these research questions we will use a 

mixed method combining the series’ content analysis with an analysis of the audience reception 

through social media platforms, in particular twitter, which is the most popular and lively among fans.  

 

Stefania Antonioni is Assistant Professor at the Department of Communication, Humanities and 

International Studies of the University of Urbino Carlo Bo, where she teaches Cinema and 

Photography. Her main research interests include television studies, audience reception and visual 

studies.  

 

Chiara Checcaglini is Adjunct Professor in Media Literacy and Transmedia Storytelling at the 

University of Udine. Her research interests include media education, transmedia storytelling, 
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contemporary serial narratives, their critical reception and their forms of distribution. She is also editor 

and contributor of several webzines dedicated to film and audiovisual criticism.  

 

 

4. Elite (Netflix: 2018-) and SKAM España (Movistar+: 2018-). Teen TV drama, innovation  

    and creative continuity in the Spanish ‘Peak TV’. 

    Concepción Cascajosa Virino (Carlos III University of Madrid) 

 

Spanish television fiction is experiencing a production boom thanks to the commitment to the original 

fiction of global video-on-demand platforms such as Netflix and Amazon, as well as the ambitious 

fiction strategy of the pay-TV platform Movistar+. One of the most relevant aspects of this Spanish 

‘Peak TV’ is the re-emergence of teen drama. The genre, with attractive casts and a clear commitment 

to social values (Smith, 2016; Masanet and Dhaenens, 2019), was very popular in the late 90s and 

the first decade the 2000s, but in recent years, however, had practically disappeared from schedules. 

The premiere, just weeks apart in the autumn of 2018, of Élite (Netflix) and SKAM España (Movistar+), 

was a great revulsive for the genre, even despite the differences between the two series. Élite 

explored the genre from a crime drama perspective (in its review, Variety defined it as ‘The O.C. 

multiplied by Gossip Girl, divided by Veronica Mars, to the power of Big Little Lies), while SKAM 

España was a remake of the Norwegian series known for its naturalism. However, there is a relevant 

aspect that both series have in common: their main creative teams were comprised of veteran 

professionals. Élite was created by Carlos Montero and Darío Madrona. Montero was a screenwriter 

in the popular daytime series Al salir de clase (1997-2002), as well as the creator of Física o Química 

(2008-2011). Madrona was the creator of Los protegidos (2010-2012), which combined teen drama 

with science-fiction. In the case of SKAM España, its director and executive producer is Begoña 

Álvarez, who performed the same functions in the family drama Los Serrano (2003-2008), where the 

misadventures of the teenage protagonists were the center of the story. SKAM España´s head 

screenwriter Estíbaliz Burgaleta was a staff screenwriter of the daytime teen series SMS (2006-2007). 

This paper is based on the hypothesis that the current process of transformation of the fiction 

production culture production in Spain it is based on the tradition set in motion with the arrival of 

commercial television at the beginning of the 1990s. In this regard, the new operators such as Netflix 

have chosen to rely on genres and creators successful in the period of greatest popularity of local 

fiction, with no great risks been taken. And professionals such as Montero, Madrona, Álvarez and 

Burgaleta (all over 40-year old), experiencing a professional renaissance, are using their previous 

experience to offer a reinterpretation of the genre according to the concerns of contemporary youth 

audiences. To this end, this research will analyze these two study cases from the point of view of 

production studies, with a special focus on aspects of the Screen Idea System model of analysis 

(Novrup Redvall, 2013), including the relationship between the track record of the creators and the 

new series, and how Élite and SKAM España are examples of a successful adaptation to 

contemporary trends and tastes with respect to the tradition of Spanish teen drama. 

 

Concepción Cascajosa Virino is Senior Lecturer at Carlos III University of Madrid, where she is a 

member of the research group TECMERIN and director of the MFA in Film and Television 

Screenwriting. She has written or edited nine books and more than fifty papers about television fiction 

and media history, including articles in ‘Studies in Hispanic Cinemas’, ‘Journal of Spanish Cultural 

Studies’, ‘VIEW Journal of European Television History and Culture’ and ‘Television and New Media’.  
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5. DRUCK and the content network FUNK: approaches to serial Teen TV in Germany  

    Florian Krauß and Moritz Stock (University Siegen)  

 

In the German television history a number of television series have narrated about youth, but usually 

it was also or more about the perspectives of adult characters. As a rule, television fiction from 

Germany should address as large an audience as possible. However, the web-based content platform 

FUNK, launched in 2016 by ARD and ZDF, represents a development towards a more target group-

specific Teen TV and an expansion of public-service television. This paper wants to take a closer look 

at FUNK’s fictional in-house productions and particularly at the recent adaptation of the Norwegian 

Skam (2015–2017) DRUCK (2018–). Mainly through this case study we discuss how FUNK 

approaches serial, fictional Teen TV in respect to production, distribution and representations.  

Production and distribution are analyzed through qualitative interviews with producers and 

commissioning editors involved in DRUCK. Their tactics include integrating young people in the 

development process, to enforce an ‘authentic’ depiction of adolescent worlds and cultures. 

Regarding distribution, DRUCK and FUNK incorporate media channels allegedly very much used by 

the main target group: in particular commercial social media platforms such as Instagram and 

messaging service such as WhatsApp. A linear broadcasting is widely avoided – due to restrictions 

for FUNK by German media policy but due to the specific target group orientation, too. The online 

distribution enforces and enables a transmedia storytelling and viewers’ discourses and 

appropriations.  

The representations in DRUCK of growing up in a mediated society are closely linked to the 

distribution. The series extends the transmedia storytelling approaches of SKAM by using 

infrastructural communication possibilities of YouTube and WhatsApp. Hereby, it integrates every little 

fragment, from video clips, short messages to Instagram-posts, in the characterization of the young 

protagonists.  

By analyzing exemplary episodes and their paratexts, we discuss, to which extent this format finds 

new and popular ways in narrating contemporary youth for an adolescent audience. Similar to SKAM, 

DRUCK does not only stand for a transmedia expansion of television, but also for a public-service 

approach to Teen TV: The series tells of sexual disorientation, gender fluidity, mental problems, 

religious diversity and feminism, just as the platform FUNK more generally strives for social relevance 

in its content.  

 

Florian Krauß, Dr. phil., head of the research project ‘‘Quality Series’ as discourse and practice: Self-

theorization in the German serial industry’ at the University of Siegen, Germany; previously lecturer 

at the department for media studies there and research associate at the Film University Babelsberg 

KONRAD WOLF. 2011 PhD with the thesis Bollyworld Neukölln: MigrantInnen und Hindi-Filme in 

Deutschland (publication 2012). Co-editor of the coming anthology Teen TV (in German); further 

recent publications on German television and media industry studies in montage AV, SERIES, 

Navigationen and others.  

 

Moritz Stock, M.A., studied sociology and psychology at the Friedrich-Schiller-University in Jena and 

Sociology and Social Research at the University of Bremen and the Åbo Akademi in Turku/Finland. 

Since April 2016 he works at the department of Media and Communication at the University of Siegen. 

His PhD thesis focus on the transformation of filmic Coming-of-Narratives in American and German 

cinema. Co-editor of the coming anthology Teen TV (in German).  
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PANEL 2: THE ‘YOUTHIFICATION’ OF AUDIO-VISUAL CULTURE 
24 October 2019, Conference Day 1 

 

Panel session 2: The ‘Youthification’ of Audio-Visual Culture 

Chair: Manuel José Damásio (Universidade Lusófona Lisbon) 

 

       

1. (Young) Sisters in Arms. Youthification and Femininization in Contemporary Action   

    and Sci-Fi TV Series  

    Elisa Giomi (Roma Tre University) 

 

This contribution focuses on the double process of youthification and feminization of traditionally male-

dominated genres found in a wide range of popular media forms over the last ten years. The specific 

object of this investigation is represented by those TV series that can be classified as sci-fi, action or 

as hybridization of the two genres. 

Male teenagers and even pre-adolescents have frequently featured as leading characters in these as 

well as in genres such as fantasy, spy, martial arts, superheroes, etc. (from Karate Kind, 1984, to 

Stranger Things, 2016-present, to name but a few). Nevertheless, the youthification process of recent 

audiovisual productions seems to rely mostly on female characters. In the wake of the success of the 

book series and movie sagas of Hunger Games (four movies released between 2012 and 2015) and 

Divergent (four movies between 2012 and 2017), the presence of the young action heroine has 

extended far beyond the boundaries of ‘young-adult dystopia’, giving birth to a ‘new type of 

revolutionary leader’ in its own right (Brown 2015, 170). 

By using an intersectional approach, I aim to investigate the reasons for the rise of young female 

leads in traditionally male dominated narratives and the forms of their representations. I build on 

contributions on youth literacy and media that highlight how adolescents and adolescence get imbued 

with symbolic meaning (Wolf et al. 2010), ‘serving agendas that extend beyond the interests of youth’ 

(Petrone et al. 2015, 516). My research questions are the followings: if adolescence functions here 

as a metaphor, what is the specific meaning of female adolescents in the TV genres being 

considered? How are these figures of young warriors constructed? Can a precise politics of 

representation be identified? In order to answer these questions, ‘old’ TV series, such as La Femme 

Nikita (CTv, 1997-2011, Canada) and Alias (Abc, 2001-2006), are examined through discourse 

analysis and compared to the more recent The 100 (Cw, 2014), Orphan Black (Space, 2013-2017), 

and Hanna (Amazon Video, 2019).  

Based on the result of the analysis presented in this contribution, I claim that a recurrent pattern is 

mobilized by sci-fi and action narratives centered on young female heroines, which does not apply to 

male characters: a young girl is trained by a man, or by an entire male system, in order to become a 

warrior or assassin, but this process paradoxically turns her into a ‘real’ woman. This is in line with 

previous analyses (e.g. Schubart, 2007), and shows that growing the adolescent stage, for young 

heroines, means developing a normative femininity, accepting limitations and responsibilities within 

the terms of their heterosexuality. 

Main argument here is that TV productions such as The 100, Orphan Black and Hannah present 

groundbreaking elements in the construction of young female leaders, signaling that we have entered 

a new stage in the representation of warrior women in audiovisual products (Neroni 2005). My 

conclusion is that such stage mirrors the changes occurred over the last few years in the gender- 

relations order, changes that are characterized by the crucial role played by the teenagers, by their 
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distinctive practices of relations and forms of political activism. From this point of view, therefore, the 

‘girlification’ of sci-fi and action genres reflects a broader socio-political agenda.  

 

Elisa Giomi is Associate professor at Roma Tre University, where she teaches Sociology of 

Communication and Advertising. She also teaches Media in a double degree in Cultural Leadership 

with Groningen University. She is member of the editorial board of AG. AboutGender-International 

Journal of Gender Studies and she has coordinated several international research projects in the field 

of gender and the media. Elisa has authored and co-authored books and chapters included in 

internationally-circulated collections and articles that have appeared in either national and 

international peer-reviewed journals. Among her latest publications: E. Giomi, ‘Really good at it’: The 

viral charge of Weeds’ Nancy Botwin (and popular culture’s anticorps), in M. Buonanno (ed.), 

Television Antiheroines. Women behaving badly in crime and prison drama, Intellect Books, 2017; E. 

Giomi, M. Perrotta, The Voice of Queer Italy. The Politics of Representation of GLBTQ Characters in 

Italian Talent Shows in K. Aveyard, P. Majbritt Jensen, A. Moran (eds), New Patterns in Global 

Television Formats, Intellect Books, 2016. 

 

 

2. Judgements of Spanish Young Viewers about the Representation of Youth on  

    Traditional TV and New Platforms Contents 

    Juan Francisco Gutiérrez Lozano and Antonio Cuartero Naranjo (University of Málaga) 

 

The aim of this paper is to describe and analyse the opinions of members of the Spanish youngest 

audience of television about their representation as group in traditional channels and new platforms 

TV series or formats. Specifically, we will go inside the judgements of a group of 250 Spanish 

university students (between 18-22 years) about how they value fiction and entertainment productions 

of both Spanish channels and online global platforms as HBO, Netflix or even YouTube. Thanks to a 

survey about their habits as TV consumers, we will go inside their evaluation of 24 shows of different 

formats: from fiction to late-shows, including also specific online productions as well as traditional 

products of commercial and public service programmes. We will ask them to explain what of these 

specific titles are, in their opinion, the best models in engaging young publics thanks to their main 

characteristics, plots, topics, characters or themes offered in different ways. In other words, we would 

like to know in which of these titles –and why- they find that TV contents offer the most appropriate 

ways in depicting young people concerns, interests or fears; and, on the contrary, why in some of 

these productions the depiction of Youth is not the most accurate it could be.  

The methodology carried out will be based on quantitative/qualitative survey, through a questionnaire 

that will collect more general opinions of Spanish university students about their presence on TV 

contents and their current relationship with traditional television/new online offers. The questionnaire 

will include, among other topics, their perception of how the specific social problems of Youth are 

shown by traditional TV channels in comparison with new online platforms. The productions that 

specifically they are going to be questioned about will include global shows as ‘Game of Thrones’ or 

‘The Simpsons’, international productions as ‘Kara Sevda’; Spanish productions and adaptations 

(‘Skam’, ‘Elite’, ‘Money Heist’), and also entertainment formats such as ‘Operación Triunfo (Star 

Academy)’ or some Spanish infoshows.  

The research will gather information to check whether, despite the fact that traditional television 

consumption decreases, young people still have a stable contact with these channels; or if the 

success of platforms products is due to the fact that they could find there a better portrayed of their 

aspirations or concerns. This presentation is part of the National Research Project CSO2017-85483-

R JUVEN-TV ‘New consumption versus old stereotypes: analysis of the reception by Spanish youth 
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of their current television representations’, funded by the Ministry of Science, Innovation and 

Universities of the Spanish Government. 

 

Juan Francisco Gutiérrez Lozano, Senior Lecturer in Journalism at the University of Málaga 

(Spain). His research interests include TV Studies, Memory and Audience research, Spanish and 

Andalusian Television History and Culture (Transnational and Regional comparisons), and Broadcast 

Journalism. Currently is main researcher of the National I+D Project JUVEN-TV’ New Consumption 

vs. Old Stereotypes: Audience Research on the Spanish Youth Perceptions of their current TV 

Representations’ (CSO2017-85483-R). He is currently a member of the Editorial Board of VIEW. 

Journal of European Television History and Culture, Director of the ‘Production and media content’ 

Section of the Spanish Association of Communication Research (AEIC) and Chair of ECREA 

Television Studies section.  

 

Antonio Cuartero Naranjo, Phd in Journalism and postdoctoral researcher at the University of 

Malaga (Spain). He is graduated in Journalism, and has a master’s degree in Journalistic Research 

and Communication. He received a predoctoral scholarship (FPU) from the Spanish Ministry of 

Education. Previously, he worked as an intern with a scholarship in the Department of Journalism at 

the University of Malaga. He is editor of ‘TSN. Revista de Estudios Internacionales’ an academic and 

divulgate magazine focusing in Transatlantic studies. He is member of the work team of the National 

I+D Project JUVEN-TV’ New Consumption vs. Old Stereotypes: Audience Research on the Spanish 

Youth Perceptions of their current TV Representations’ (CSO2017-85483-R).  

 

 

3. Media Convergence, Fashion and Teen Drama 

    Antonella Mascio (University of Bologna) 

 

The aim of this proposal is to explore the fashion discourse in the convergence culture context 

(Jenkins 2006), considering teen dramas as a specific focus.  

In contemporary communication environment, fashion style shows new possibilities through digital 

media (fashion blogs, Facebook, Instagram) both for the connections with audiences (from typical 

mass media relationships – i.e. one to many – to social networks relationships), and for using media 

formats (from commercials and fashion films, to web sites, memes and gifs).  

Fashion has long time enjoyed a close relationship with media. Its role seems to have recently 

changed in audiovisuals and particularly in fiction products. . In this new context, dressing issues are 

no longer only related to clothing: fashion is increasingly included inside stories. It sometimes appears 

as the main subject of narration.  

Today teen dramas are very popular products as a part of convergence television. Online are 

available a lot of ancillary subtexts (Caldwell 2003) connected to them, such as web sites, social 

network profiles - both official and non-official - where people interact using Tv Series as a topic of 

conversation. Tv series can then be regarded as important vehicles and a new chance for fashion 

brands, allowing access to less-experienced audiences. Those kind of Tv serials adopt fashion as a 

key for narration process, and then do not stop only at the ‘description pause’ of the camera on a 

certain clothes or one of its details. 

In many cases teen dramas show beautiful and relevant costumes, as well as sophisticated outfits 

(for example: Reign, The CW 2013 – 2017; Gossip Girl, The CW 2007 - 2012; Riverdale, The CW 

2017 -; Stranger Things, Netflix, 2016 -). They are created by famous stylists and costume designers 

(such as Meredith Markworth-Pollack, Eric Daman or Rebekka Sorensen-Kjelstrup), having become a 

big topic in social network sites conversations.  



page 10 of 27 
 

Yuniya Kawamura (2005), writing about fashion, argues that production influences consumption and, 

at the same time, consumption affects production. That circularity makes us wonder where fashion 

Tv series can be placed. That is because, in the last few years, Tv series are taking on a clear role of 

mediation between high fashion brands or underground styles and their possible reference worlds 

and related media audiences.  

In this context the relationship between teen dramas and fashion becomes interesting, not only for 

audience and fans, but also for many influencers. The results of this research (which is still in 

progress) clearly shows the way fashion bloggers and Instagrammers use teen dramas titles and 

images in many posts, in order to improve their outfits and preferences. At the moment, these are 

really important figures in fashion discourse: they are also observed as ‘influencer’, or ‘cultural 

intermediate’ (Bourdieu 1979) capable to spread and diffuse fashion media contents (Jenkins, Ford, 

Green 2013). In some cases they became also celebrities – or micro-celebrities – thanks to the 

number of followers, likes, comments, and so on (Marwick and Boyd 2010).  

Online spaces indeed show a proliferation of parasite narratives linked to Tv fiction, produced by 

people using serials worlds as potential reference worlds, within which placing new stories and new 

ways to communicate in fashion. Some questions guide the research: in which ways this process has 

been experienced and processed by influencers and audiences? Which kind of effects does it 

produce? Which kind of cross media narratives can be realized? Which form do they take?   

 

Antonella Mascio, PhD New Media Studies. Assistant Professor in Sociology of Cultural and 

Communication Processes. She teaches in the Fashion and Communication Programs of the 

University of Bologna. In recent years focused her researches on the social relations found online and 

the connections between the Internet, Tv series and fashion universe. Has recently published the 

books Virtuali Comunità (Guerini e Associati, 2008), Visioni di moda (Franco Angeli, 2008), Fashion 

Games (Franco Angeli, 2012).  

 

 

4. Searching for One’s Binge: Decision Making and Selection Strategies of Audio- 

    Visual Contents by Young Audiences – Findings from a Use-Lab Study 

     Ulla Autenrieth, Matthias Künzler and Fiona Fehlmann (Universität Basel / University of Applied    

     Science Chur) 

 

The finding that the young audience uses social media and mobile online communication to a much 

higher extent than older population is well documented by numerous quantitative survey studies (e.g. 

Lebo/Cole 2018; Newman et al. 2018). However, knowledge about the concrete usage practice of 

online and especially social media is rare. In particular, the questions of how young people find 

(audiovisual) content for what reasons and if content of public service media still play a role is little 

explored. One reasons for this research gap might be the methodological difficulties in order to 

analyze these questions. 

For this reason, this paper aims on one hand to explore the current search strategies and 

decisionmaking processes of young audiences in relation to their use of audiovisual content. On the 

other hand, it gives some methodological reflections about the use of observation in order to analyze 

this research question. The focus of the analysis lies on the offers of the Swiss public service 

broadcaster in comparison to traditional private broadcasters as well as to new (platform-) providers 

such as YouTube, Netflix and Instagram. By comparing the access of young people to PSM-content 

and to content of private broadcasters we are able to generate empirically sound knowledge about 

the selection strategies and decision-making processes of the young audience when it comes to 

selecting audio-visual services. 
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This analysis is of great importance for political communication in democracies since public service 

media in most European countries are obliged to address the whole population including the young 

ones in order to legitimize its by attractive content and to fulfil its public service remit for democracy. 

However, in times of rapidly changing access channels and media usage preferences due to 

digitization and convergence, reaching the young audience is becoming increasingly difficult for 

national public service broadcasters in particular (Carlsson, 2014.; Fernández-Quijada et al., 2015; 

Reiter et al. , 2018). 

The study therefore focuses on the following four key areas: 

1. Search strategies (pre-use) 

2. Selection strategies (pre-use) 

3. Expectations (pre-use/in-use) 

4. Evaluations (in-use/post-use) of young audiences. 

Methodologically, the study (carried out from May to August 2019) relies on a qualitative approach 

with a combination of participatory observation, loud thinking and focus questions, based on the 

criteria of Grounded Theory (Gehrau, 2017; Pentzold et al., 2018). On the basis of a theoretical 

sample, 40 young adults between the ages of 18 and 35 will be interviewed from different contexts, 

which means that they are in the core field of the fiercely contested so-called ‘young audiences’. For 

the investigations a ‘usage lab’ will be set up, which is characterized by a target group-oriented design 

and multimedia equipment and thus represents an as natural survey situation as possible. 

The experimental arrangement is carried out in two settings. Setting 1 (n=20) focuses on the aspect 

‘entertainment’, while setting 2 (n=20) concentrates on ‘information’. Both test settings include a 

twostage experimental setup. In the first stage, the participants will be accompanied in open usage 

scenarios, while in the second stage they will be confronted with specific audio-visual formats, which 

will be selected according to theoretical criteria. 

The paper thus aims to present the use of audio-visual media in terms of orientation, selection and 

evaluation strategies. To this end, results on relevance setting and preferences for both information 

and entertainment formats are to be achieved - in each case with a specific focus on the target 

grouporiented offerings of the Swiss public service broadcaster. This will enable previously 

unavailable indepth insights into the audiovisual media use preferences and strategies of the 

audiences, which are difficult to reach for the public service media. Based on the insights of this study 

the current discussion on the sustainability of publicly financed media services can be taken forward. 

 

Ulla Autenrieth has worked as a research assistant at the Seminar for Media Studies at the University 

of Basel since 2012. Since October 2017, she has also been in charge of the operational management 

of the SNSF project ‘Public Service Media: Audience Acceptance and Future Opportunities’ at the 

HTW Chur (www.zukunftservicepublic.ch).  

 

Matthias Künzler, Prof. Dr., is head of research at the Institute of Multimedia Production, University 

of Applied Science Chur (Switzerland). He received his PhD at University of Zurich by conducting a 

comparative study about the liberalisation of broadcasting in small countries. Prior to joining the IMP, 

he was a visiting professor at the FU Berlin (Germany). His research interest include public service 

broadcasting, media convergence and media systems.  

 

Fiona Fehlmann, MA, is a PhD candidate at the Seminar for Media Studies, University of Basel, and 

the Institute of Multimedia Production at the University of Applied Science Chur. After completing her 

Master’s Degree at University of Zurich, she started her doctoral thesis in 2018 in the SNSF project 

‘Public Service Media: Audience Acceptance and Future Opportunities’.  

  

http://www.zukunftservicepublic.ch/
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5. Imperative of Friendship in Girl Power Animations 

    Laura Saarenmaa (University of Turku) 

 

The recent studies on children’s animations have acknowledged the turn from traditional, 

heteronormative romances towards independent female heroines and girl-collectives, friendships and 

fraternities. While the earlier studies have analyzed the girl power action-adventure animations in 

relation to female emancipation and consumer culture (Götz & Lemish 2012; Lemish 2010; Hains 

2007), this paper discusses the ideological underpinnings of the emerging friendship imperative in the 

girl power narratives.  

The analyzed examples are the recent web-TV-shows Lego Friends of Heartlake City (2018-), My 

Little Pony: Equestria Girls (2013-), and Barbie Life in the Dreamhouse (2013-). Common to all these 

colorful narratives is coming to terms with ownership through social capital and affective labor. 

Drawing on the recent critical writings by Angela Mc Robbie (2015), Lauren Berlant (2011), and Eva 

Illouz (2007), I discuss the capitalization of friendship in terms of cruel optimism, emotional capitalism 

and neoliberal feminism - the ways in which trust on societal structures and collectives is being 

replaced by personal networks of Friends in contemporary media culture.   

 

Laura Saarenmaa is Senior Lecturer in Media Studies in the University of Turku, Finland. She has 

published extensive on popular media in international journals and edited volumes, the latest of them 

being Media and the Cold War in the 80s (Palgrave 2018) and War Remains (Nordic Academic Press 

2018). Saarenmaa is the co-editor of Pornification: Sex and Sexuality in Media Culture (Berg 2007) 

and two edited volumes in Finnish language.  

 

 

PANEL 3: REACHING YOUNG AUDIENCES 
24 October 2019, Conference Day 1 

 

Panel session 3: Reaching Young Audiences: Studying Television Drama and Cross-Media  

                           Story Worlds for Children and Young Audiences 

Chair: Eva Novrup Redvall (University of Copenhagen) 

 

 

1. Researching How to Reach Young Audiences in the Current Media Landscape  

    Eva Novrup Redvall (University of Copenhagen) 

 

This paper presents the theoretical and methodological foundations and main hypotheses of the 

research project ‘Reaching Young Audiences: Serial Fiction and Cross-Media Storyworlds for 

Children and Young Audiences’ (supported by Independent Research Fund Denmark for 2019-2023), 

focusing particularly on the project’s ambition to bring production and audience studies closer together 

while researching how to best reach children and young audience in the current media landscape. 

Based on previous research, the paper exemplifies how the producers of the hit series SKAM (2015-

2017) spent substantial time researching how to tell a story of relevance to 16-year old Norwegian 

girls (Redvall 2018), and how DR has successfully worked with incorporating audience feedback in 

their high-end series for many years (Redvall 2017). The lines between production and reception are 

blurring when Klassen (DR, 2016–) uses ‘junior editors’ to ensure constant input from the target 

audience members, and there are many other interesting attempts to reach young audiences through 
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shorter cross-media formats and interactive storytelling, e.g. by incorporating social media elements 

and co-creative world-building in the story design. 

In the digital media landscape, the traditionally more separate stages of production, distribution and 

reception are converging and new relationships between creators, texts and audiences have 

emerged, not the least among young ‘first movers’. The paper discusses how we as scholars need to 

develop new theories, tools and collaborations to investigate these changes (Livingstone & Das 2013) 

and how this transnational research projects aims to do that through a comparative perspective across 

Denmark, Norway, the UK and Australia, all countries with a long tradition for public service content 

for children and young audiences. 

 

Eva Novrup Redvall is Associate Professor at University her Copenhagen. Her research focuses on 

European film and television, particularly screenwriting and production. From 2019-2023 she heads 

the research project ‘Reaching Young Audiences: Serial Fiction and Cross-Media Storyworlds for 

Children and Young Audiences’.  

 

 

2. Studying Current Media Use among Children and Young Audiences 

    Pia Majbritt Jensen (Aarhus University) 

The RYA research project is based on the conviction that while there is excellent quantitative data 

available on fiction for children and young audiences in terms of what is produced, distributed and 

watched, qualitative data is needed to understand how the young generations’ ways of engaging with 

fictional content and their notions of quality and value should naturally influence what is produced and 

circulated. This paper presents how the second work package in the RYA project explores what 

children and young audiences are looking for in serial fiction and cross-media storyworlds; how they 

speak of quality and relevance; and what they highlight as the best productions in this regard? Our 

reception studies will investigate what kinds of content young audiences are actually looking for, 

encountering and engaging with. The paper presents our understandings moving into this work 

package and the plan for how to research this, based on recent work conducted as part of the FKK-

funded research project What Makes Danish Television Drama Travel? on how foreign audiences 

perceive Danish television drama (e.g. Jensen and Jacobsen 2017a, 2017b; Jensen 2018).The 

audience studies build on quantitative industry data (e.g. DR 2017; Ofcom 2017), but offers the 

qualitative data needed to answer questions of not only what young people are watching, but also 

questions of how, why, when, where and with whom. When presenting the proposed research design, 

the paper also raises questions of some of the ethical concerns related to researching children and 

young audiences (e.g. Graue and Walsh 1998; Green and Hogan 2005). 

Pia Majbritt Jensen is Associate Professor at Aarhus University. Her research revolves around the 

role of media in globalization processes, and research topics include international television formats 

and genres, local media systemic conditions, and production, industry and audience studies.  

 

 

3. Studying Notions of Quality and Relevance among Children and Young Audiences 

     Petar Mitric (Charles University Prague) 

 

The RYA project engages with current public service media debates about how national media 

products and providers can remain relevant to young audiences through being present on many 

different platforms (EBU 2014), building on recent international studies of how to think of public value 
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in children’s television production (Potter 2015; Steemers and Awan 2016) and of children – and 

parents – living and learning in the digital age (Clark 2012; Livingstone and Sefton-Green 2016). The 

study of the media use of young audiences will build on recent research – such as the work coming 

from The International Central Institute for Youth and Education Television (IZI 2018) – with a focus 

on fictional content. 

The RYA project insists that when trying to produce and distribute content for and about children and 

young people, one needs to move beyond the quantitative data and take this audience seriously as 

dedicated viewers with a voice of their own to get nuanced knowledge of their ideas about quality and 

relevance. Accordingly, an important part of the work package focusing on their media use aims at 

offering detailed knowledge in this regard. 

This paper presents how an ambition of the research project is to advance the current methods for 

how to best study the media use of children and young audiences. Much has happened in the use of 

qualitative research in digital environments recently (e.g. Caliandro and Gandini 2017). Besides 

qualitative interviews and focus groups, we plan to conduct an online survey and ‘netnography’ 

(Kozinets 2015) with children and teenagers about their media use. The research design thus 

combines more traditional methods with new media methods to capture the complexity of the 

reception of fiction for young audiences based on an ambition to further scholarly and industry 

understandings of how to best research digital media use. 

 

Petar Mitric is a post-doc at the Charles University in Prague. His research focuses on audiovisual 

policies, film co-production and audience design strategies for audiovisual content. He also works as 

an independent consultant for international film festivals and training workshops for film professionals.  
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25 October 2019, Conference Day 2 

 

KEYNOTE lecture by VILDE SCHANKE SUNDET (University of Oslo) 
Chair: Juan Francisco Gutiérrez Lozano (University of Málaga) 

 

‘Youtification’ of Drama through Real-Time Storytelling  

Vilde Schanke Sundet (University of Oslo) 

 

For broadcasters aiming to re-connect with a younger audience, online drama published in real-time 

has become an attractive new ‘format’. The ‘first wave’ of this format became internationally known 

through the hit show SKAM (NRK, 2015-2017), but the ‘second wave’ includes both several SKAM 

remakes as well as new successors. What can we learn from the ‘two waves’ of real-time storytelling? 

What are the pros and cons of this way of producing and publishing online drama? And, is it still 

possible to renew the format when the rules in the TV market is constantly changing? In this talk, I 

address how recent trends within the television industry change the production and publishing of youth 

television, and the particular role so-called real-time drama play in this context. More precisely, I 

discuss how real-time drama bring forwards many new opportunities for television players—allowing 

them to test new storytelling models and industry-audience relations—but also give rise to new 

challenges and dilemmas—including hard-to-handle third-party-partnerships and unintended fan 

activity. The presentation is based on my recent study of digital flagship productions within the 

Norwegian public service broadcaster NRK, which incorporates 50 interviews with key executives, 

including many people working at SKAM and its main successor (blank, NRK, 2018-). 

 

Vilde Schanke Sundet (PhD) is a researcher at the Department of Media and Communication at the 

University of Oslo, and a guest researcher on digitalisation and media policy at the Institute for Social 

Research (Oslo). She is part of the STREAM project, investigating how streaming media services 

impact cultural industries and practices, and the DisC project, investigating how changes within the 

media industries impact media policy making. She is also writing a book on television drama in the 

age of streaming, synthesizing findings from her previous study on online drama, youth television and 

fan cultures, in which SKAM was a key case. www.vildessundet.org  

 

 

PANEL 4: ‘YOUNG’ PRODUCTION CULTURES IN EUROPE 
25 October 2019, Conference Day 2 

 

Panel session 4: ‘Young’ Production Cultures in Europe 

Chair: Luca Barra (Università di Bologna) 

 

 

1. Methodological Reflections on Production Studies: Assets and Obstacles of Participant    

    Observation 

    Jolien van Keulen (Vrije Universiteit Brussel) 

 

Within television studies there is a growing attention for production conditions and practices, for 

example to examine globalization and digitalization of television and the production of ‘young’ formats 

and new audiovisual forms. Getting access to the production industry however can be difficult. Also, 

http://www.vildessundet.org/
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while interviews with industry members are an important source of information about production 

processes and decisions, the collected data often contains a high level of ‘spin’ and self-promotion 

(Caldwell, 2008) and it is difficult for interviewees to put into words processes that are taken for 

granted (Hesmondhalgh & Baker, 2011). Several scholars have called for micro-level empirical work 

on media industries, but the methodologies of production studies often remain vague (Paterson et al., 

2016). 

This paper addresses the contribution of participant observation as a method of data collection and 

the importance of data triangulation when studying TV production. It draws on two different field 

experiences: 1) 10 weeks of participant observations in a Dutch independent TV production company 

and 2) observations of the production process of an international TV format adaptation in Flanders. 

To advance methodologies of production studies, this paper provides a hands-on description of the 

problems faced in arranging and conducting participant observations, the steps that were taken to get 

access, and the insights that complemented or contradicted interview statements. For example, while 

industry members often stress their ‘localness’ and the importance of ‘local content’, my observations 

showed a clear focus on developing formats that can be distributed or licensed internationally. I also 

discuss my approach as an industry outsider, the (dis)advantages of participating while observing, 

and the collection and analysis of different types of data from different sources to understand the TV 

industry.  

My observations provide insight into the ways in which independent TV producers deal with the global 

format trade and with ‘new’ players in the field such as (global) online platforms and transnational 

(niche) channels. A concrete example is the development of an adventure game show for the digital 

multi-platform channel Red Bull TV, which shows how ideas are adjusted for such a channel 

addressing a young target audience. 

 

Jolien van Keulen is a PhD student at the Vrije Universiteit Brussel, department of Media and 

Communication Studies, and member of research group CEMESO. She is vice-chair of the ECREA 

Women’s Network. Her research interests lie with media and cultural globalisation, popular television, 

TV formats and media industries. Jolien is working on a thesis about the transnationalisation of 

television production.  

 

 

2. The Production Cultures of Serialized Content: a Case Study on Streamlining Production 

    Manuel José Damásio, Paulo Ferreira and Eduardo Leal (Universidade Lusófona Lisbon) 

 

Production studies (Davies, 2006; Caldwell, 2008) have already highlighted how production  

professionals’ self-reflexivity can help researchers by emphasising key questions and problems,  

television content production and distribution faces nowadays. This area of research has also  

rightly point to the continuity between television analysis and institutional practices.  

Production studies not only deal with creative practices, but also with institutional settings and  

underlying organizational contexts. Our research focuses on long format serialized content  

(fiction content with more than 13 episodes and up to 300) and questions how different  

production cultures, and related creative practices, are shaped by organizational contexts and  

the format of the content being produced. The research departs from the three assumptions  

presented by Straubhaar (2007). First, television as a cultural technology is bounded, but not  

determined, by political, economic and institutional structures. Second, these structures  

provide resources and constraints for cultural agents, such as television producers. Third, the  

rules and patterns that determine everyday practice grow within these boundaries, but are  

shaped by the institutions and those who work within them. In line with other studies, we do  
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not look at producers of content as isolated entities, but as part of a network of organizations  

and creative professionals that inform specific production cultures (Windeler & Sydow, 2001).  

Considering this, we will look at the relations between the individual and organizational actors  

in this network and the outcomes they produce, and the dependencies these relations entail.  

These relations not only generate different outcomes in terms of social capital (Enns, Malinick  

& Matthews, 2008; Damásio, 2011), but more importantly, inform specific production cultures  

that we want to understand. In a context of growing production of European serialized fiction  

content (European Audiovisual Observatory, 2018) we will look at a specific format – long  

format serialized content – and a specific national production context in order to isolate the  

variables that inform the emergence of a production culture. The proposed methodology  

departs from the case study of the implementation in a large Southern European production  

company dedicated to the production of serialized content, of a software tool for television 

production streamlining named SMARTMEDIA. Drawing on the results from qualitative 

interviews with a significant number of professionals involved in the process, and the software 

analysis process in itself, we intend to highlight how the production of artistic content is mold 

by tensions that arise from the often-colliding concerns of creative and operational players. 

Production cultures intertwine organizational aspects of productivity and profitability with 

creative and artistic practices and, in addition, crossover involvement from artistic and 

operational key players is required. SMARTMEDIA provides production management tools and 

streamlines the overall production process, though bridging the relation between the creative 

practitioners and the operational players and shedding light on how issues of scale (McElroy, 

Nielsen, & Noonan, 2018), and the temporary organizational nature of European television 

content producers (Sydow & Braun, 2018) is key in defining cultures of production in different 

European national contexts. The proposal contributes to the discussion around production 

studies and research on the different dimensions content creators entail as an object of study 

for academic research. Complementarily, the research highlights the contributions television 

studies can bring to a better understanding of the social and organizational forces currently 

shaping Television. 

 

Manuel José Damásio holds a PhD in Media Studies from the New University of Lisbon and he 

is currently the head of the Film and Media Arts department at Universidade Lusófona, in 

LisbonPortugal. He is a principal research at CICANT in the same University and the chair of the 

European Association of Film and Media Schools (GEECT) besides being a member of the board 

of the International Association of Film and Media Schools (CILECT).  

 

Paulo Ferreira is an assistant researcher in the Cinema and Media Arts Department at Universidade 

Lusófona and he is currently pursuing his PhD on the topic of Blockchain Technology in Higher 

Education. He is the SMARTMEDIA project, project manager.  

 

Eduardo Leal is a project manager and analyst at Universidade Lusófona de Humanidades e 

Tecnologias, currently assigned to the SMARTMEDIA project as an analyst. Eduardo worked 

extensively in the past as an IT business consultant, project manager, service line manager and 

account manager in the banking industry across Europe.  
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3. The Quest for Audiovisual Innovation: Strategies of Public Media Providers to Reach    

     Young Audiences 

     Matthias Künzler, Ulla Autenrieth and Fiona Fehlmann (Universität Basel / University of Applied   

     Science Chur)  

 

On the one hand, viewing culture of young audiences is characterised by the ubiquitous presence of 

social media platforms as well as by mobile and non-linear use of audio-visual content (e.g. Newman 

et al 2018). On the other hand, young people are attracted by new audio-visual formats, which are 

often produced by less established providers (e.g. ‘content creators’). These are characterised 

breaking with formal rules of traditional television production (e.g. direct camera viewing, jump-cuts, 

etc.) or feature new forms of interactivity, for example by merging classic audio-visual formats with 

gaming elements (Cunningham 2014: 105). . 

This development presents major challenges for traditional television broadcasters. Public 

broadcasting organisations in particular are challenged by the problem of being mandated to offer 

content for the whole population, while at the same time being restricted by regulations in the 

development of new online formats that would be necessary to reach young audiences in many 

countries. Nevertheless, stakeholders in media, politics and other actors demand ‘innovation’ from 

public service broadcasters in order to be able to reach the young audiences. In countries such as 

the UK, Belgium and Switzerland, this demand for innovation is also part of the charter/licence 

(Lindmark et al. 2013). 

From a scientific perspective, this debate raises questions about the feasibility and management of 

innovations in the public media sector. Thus, this paper aims to answer the following two questions: 

How can audio-visual innovations be characterised and related to each other? How do public media 

providers try to encourage innovation within their organisations in order to reach young audience 

groups? 

Firstly, based on empirical results of an ongoing research project, this paper will present a newly 

developed index of audio-visual innovations, which enables to identify five dimensions of audio-visual 

novelty. The indicators of this index are derived from innovation theory (Storsul & Krumsvik 2013) and 

applied into codes for content analysis. So far, this analysis has been carried out on 20 innovative 

formats from Europe and North America. The results indicate that both private and public broadcasting 

organisations are able to produce innovate audio-visual formats, however, the individual categories 

and priorities are pronounced quite differently. 

Secondly, this paper analyses organisational conditions for innovation (based upon findings of media 

management studies, e.g. Dal Zotto 2008) by presenting the results of a case study on the Swiss 

public service broadcasting corporation. This case study is based on a document analysis in 

combination with half-standardised expert interviews with representatives of the management, 

producers, journalists and former employees. First results show that the Swiss public service 

broadcasting corporation is still searching for a suitable form to facilitate and institutionalise 

innovation. Initially, an autonomous innovation department was set up for this purpose. However, this 

department was dissolved after a few years and innovation processes were (re)organised and 

decentralised. Currently, the informal network of some specific individuals, strongly connected with 

the management, seems to influence decisions regarding innovations for young audiences. Internal 

organisational conflicts and the low popularity of the existing formats for the young audiences indicate 

the difficulties and challenges of reorganising a traditional public service broadcaster. 

 

Matthias Künzler, Prof. Dr., is head of research at the Institute of Multimedia Production, University 

of Applied Science Chur (Switzerland). He received his PhD at University of Zurich by conducting a 

comparative study about the liberalisation of broadcasting in small countries. Prior to joining the IMP, 
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he was a visiting professor at the FU Berlin (Germany). His research interest include public service 

broadcasting, media convergence and media systems.  

 

Ulla Autenrieth has worked as a research assistant at the Seminar for Media Studies at the University 

of Basel since 2012. Since October 2017, she has also been in charge of the operational management 

of the SNSF project ‘Public Service Media: Audience Acceptance and Future Opportunities’ at the 

HTW Chur (www.zukunftservicepublic.ch).  

 

Fiona Fehlmann, MA, is a PhD candidate at the Seminar for Media Studies, University of Basel, and 

the Institute of Multimedia Production at the University of Applied Science Chur. After completing her 

Master’s Degree at University of Zurich, she started her doctoral thesis in 2018 in the SNSF project 

‘Public Service Media: Audience Acceptance and Future Opportunities’.  

 

 

4. Youth as Target Audience for Slow TV 

    Roel Puijk (Inland University of Applied Sciences)  

 

Youth has been a troublesome audience for broadcasters, for public service broadcasters in 

particular. In the 1960-ies young people listened to commercial broadcasters, both legal (Radio 

Luxembourg, Maréchal 1994) and illegal commercial offshore radio-stations in the North Sea or the 

Baltic Sea (Miley et al. 2017, Rudin 2007). In the end public service broadcasters established their 

own radio-channels directed at the youth.  Today youth increasingly turn their back to linear television 

but remains an important target group for both commercial and public service broadcasters. This 

results in the paradox that, as elderly people watch linear television anyway, broadcasters seldom 

target them as preferred audience, but instead try to make programs attractive for younger people 

that seldom watch them.   

One such a program is the ‘slow TV’ program (Puijk 2015), broadcast by the Norwegian broadcasting 

corporation (NRK) summer 2018. It consisted of a series of 19 programs transmitted live in a four-

week period where a well-known Norwegian outdoor adventurer hiked in different mountain areas in 

the country. Each program lasted for five hours. The program developers used the NABC method 

(see Redval 2018) to determine an ideal viewer. Even though former slow TV broadcasts are known 

to attract mostly elderly viewers (average age ≈ 60 years, Urdal 2017), the target viewer chosen was 

‘Peder, a boy age 14’. 

The purpose of this paper is to analyse why this young target audience was chosen, what means the 

production staff used to attract young viewers, and whether they reached their goal. The analysis 

shows that the main reason to target young people was that they wanted to generate enthusiasm for 

a healthy, Norwegian culture and lifestyle amongst urban youth, in line with government policy. 

The research is based on interviews with the producers of the programs, as well as textual analysis 

of the broadcasts. Two days participatory observation of recordings is used in addition. 

 

Roel Puijk is professor in media studies at Inland Norway University of Applied Sciences, 

Lillehammer, Norway. He has conducted several production studies of Norwegian television 

production and written about the 1994 Winter Olympics from the perspective of media events. He led 

the project «Television in a digital environment (TiDE)» that analysed the consequences of 

digitisation, convergence and new media for television (2004-2008). In 2013-2017 he was vice 

director of the «Success in the Film and Television Industries (SiFTI)» project that analysed 

successful film and television companies in Norway, Denmark, Great Brittan and the Netherlands.  

 

http://www.zukunftservicepublic.ch/
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5. Television Revivals: On Recycling and Reusing Television Fiction in Europe 

    Georgia Aitaki (University of Gothenburg) 

 

Television revivals, also described as ‘zombie television’, are a common phenomenon in global 

television today, defined as television series that are ‘resurrected because of the appearance of fan 

support or the more tangible presence of their dollars and eyeballs’ (Lizardi, 2014). Along with other 

television ‘multiplicities’ (Klein & Palmer, 2016) and ‘afterlives’ (Loock, 2018), such as sequels, 

reboots, reruns, and remakes, they have been studied as television programming able to tell us 

something meaningful about questions of production, i.e. how contemporary production philosophies 

and strategies relate to the standard recipe of balancing between repetition and innovation; questions 

of reception, i.e.  how television temporality can be used to explain issues of generational/fandom 

engagement and pleasure; as well as questions relating to classic debates about specificities of 

television as medium, including seriality, quality, and value. However, relevant research has primarily 

focused on revivals of US TV fiction, despite the fact that it constitutes an industrial and cultural 

practice emerging in a variety of national and media landscapes.  

This paper attempts to deliver observations and explanations of the phenomenon within the European 

televisual landscape, with an emphasis on the case of Greece. Greek television fiction is theorized in 

this context as a case of a small and introvert television culture, characterized by production and 

consumption primarily on a national level. It is also presented as a production context in transition, 

due to unprecedented conditions germane to changes in the general media landscape in the country. 

The unique circumstances concern a long period of turbulence that was initiated during the financial 

crisis of the late 2000s. Three key events have shaken the world of television in Greece since then: a 

record low in the production of local television fiction in 2009, an attempt at a re-regulation of the TV 

landscape through a controversial licencing project, and the closing down of MEGA Channel – the 

flagship of commercial/private television in Greece.  

The main aim of this paper is to investigate the logic(s) and discourse(s) of television revivals as they 

are expressed both within and outside the fictional universe. The paper is based on an analysis of 

three recently revived television series in Greece (Logo TImis, To Kafe tis Charas, and S’agapo 

M’agapas), in an attempt to investigate how the conditions and the significance of the revival are 

discussed in the programmes themselves, as well as in industrial (press releases, creators’ and 

actors’ interviews and statements) and journalistic/critical discourse (recaps, reviews, etc.) 

surrounding the return of the series. Preliminary findings include an understanding of the phenomenon 

of television revivals as reflecting general conditions in contemporary production, distribution and 

consumption of television programming, but also localized production logics and particular 

circumstances. Additionally, the paper discusses how television revivals (re)activates debates about 

the status of television itself as an old/new medium in an era of media abundance and convergence.  

  

Georgia Aitaki received her Ph.D. from the Department of Journalism, Media and Communication at 

the University of Gothenburg in 2019. Her doctoral research addresses the role of television fiction in 

representing and shaping moments of heightened societal tension that take place throughout the life 

of a nation; parts of this work have been published in Media, Culture and Society, Social Semiotics, 

and Critical Studies in Television. Her current research interests revolve around the intersection of 

politics and popular culture, the production culture of commercial television, as well as the study of 

television revivals.  

 

 



page 21 of 27 
 

PANEL 5: NEGOTIATING SCREENS AND PLATFORMS IN THE POST-
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Panel session 5: Negotiating Screens and Platforms in the Post-Digital Era 

Chair: Berber Hagedoorn (University of Groningen) 

 

 

1. The Youngification of German Public Service Television via Multiplatformed and Trans-  

    National Drama 

    Elke Weissmann (Edge Hill University)  

 

Since the 1990s, when the cable channels reached a phase of consolidation, public service television 

in Germany has largely attracted older audiences (Hirsch, Förster, 2004). In particular, its dramas 

followed well-established patterns and formats and included stars that have survived as heart-throbs 

since the 1980s (Sascha Hehn being a good example). However, although programmes that have 

been broadcast for a long time are still going strong,i  there are clearly changes afoot. Dramas such 

as Babylon Berlin (Sky Deutschland, ARD, since 2017) and Bad Banks (ZDF, Arte, since 2018) are 

using formulas, developed originally by the commercial broadcasters such as Sat 1 and RTL, in order 

to ‘youngify’ their audiences. Both are very stylish in mise-en-scene, camera work, sound design and 

editing, and both focus, like programmes such as Deutschland ‘83 (RTL, 2015) before them, on 

charismatic young protagonists who are at the same time deeply flawed. What is interesting about 

this development is that the public service broadcasters in Germany have developed this approach 

by forging national and international collaborations – often with channels that are perceived as rivals 

and seem to operate in contradistinction to their own remits and values. This includes the collaboration 

with satellite and fiercely commercial broadcaster Sky on Babylon Berlin, but is not restricted to this. 

This paper uses Babylon Berlin and Bad Banks as case studies to investigate how the youngification 

of public service drama is achieved by the collaboration with transnational institutions that often 

operate on different platforms (for example satellite). Drawing on a mixed method that includes textual 

analysis and interviews with industry personnel, it will show that the shift towards this youngification 

of public service drama is closely connected to a reconceptualization of the young audiences by 

commissioners and producers who have traditionally thought that the young audiences watch no or 

little television, but had already by the mid-2000s been found to largely watch television serials online, 

often illegally (Bruce, 2009). The transnational collaboration enables the public service broadcasters 

to redistribute the risk (Hesmondhalgh, 2018) that this re-invention allows, whilst also accessing a 

broader range of talent that includes international cast and crew as well as other production expertise. 

 

Elke Weissmann is reader in Television and Film at Edge Hill University, Ormskirk, UK. She is 

ECREA editor for Critical Studies in Television and has published widely on transnational television 

as well as feminism and media. She is currently working on a British Academy-funded project on 

Transnational Television in the Multi-platform Age on which she collaborates with Trisha Dunleavy 

from the Victoria University of Wellington, New Zealand. This paper will present very early findings 

from the research project.  
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2. New Practices of Traditional TV channels in Platforms, Apps and Social Networks 

    Miguel Ángel Casado and Josep Àngel Guimerà (University of the Basque Country /  

    Autonomous University of Barcelona)  

 

Consumption of linear television in Spain has dropped by 20 minutes per person per day. However, 

in the case of millennials, this fall is closer to 30 minutes, meaning that this group watches an hour 

and half less television each day than the average viewer (Guerrero, 2018). These trends, which are 

mirrored in most developed countries, call into question previous technological paradigms, modes of 

consumption and business models relating to linear television and open the door to new technological 

options.  

 

This paper analyses the way in which traditional operators are reorienting their strategy to try to reach 

this young audience. From this starting point we analyse the three specific offers launched very 

recently by Spain’s leading audio-visual groups for youth audiences in an attempt to compete with the 

new SVOD offerings that are gaining increasing ground across the world. These are Flooxer from 

Atresmedia, MTMAD from Mediaset and PLAYZ from TVE.  

We examine the strategies of these traditional actors from the perspective of audio-visual 

consumption among young people and from a knowledge of the strategies of traditional (legacy TV) 

operators, an aspect that has not been widely researched to date (Donders et al, 2018). Research 

into youth audiences reveals uneven patterns with considerable variations between generations and 

territories. This makes it very difficult to capture, and above all retain, this audience (Dasgupta and 

Grover, 2018; Guerrero, 2018; Mazaira, 2017; Garmendia et al, 2017, Hasebrink and Hepp, 2017; 

Fedele et al, 2015; Cruces, 2011). The adaptation strategies adopted by traditional operators vary 

greatly depending on the nature of national markets (Donders et al, 2018). Likewise, the wide variety 

of content distribution infrastructures and platforms tend to create a very dynamic scenario (Abreu et 

al, 2017) where traditional channels continue to hold a central window (Doyle, 2010, 2015 and 2016). 

This results in different and even opposing strategies reflecting specific corporate logics (Evens and 

Donders, 2018; Donders et al, 2018; Hoelck and Ballon, 2016). 

For the purposes of this study, we have drawn up a characterisation of the products being targeted 

at the youth market by the three audio-visual companies. The unit of analysis comprises the products 

on offer and the categories of analysis to be considered initially are: programme genre, audio-visual 

format, author, chief protagonist, presence on the home screen and exclusivity (whether the content 

is only for use on the portal or is already being broadcast in other windows of the group).  

The findings show very significant differences between the strategies adopted by the three groups to 

target youth audiences. In the case of Mediaset’s MTMAD, the youth audience is targeted through 

adaptations of the channel’s most successful programmes (essentially reality shows) which are 

reworked to suit this audience through new formats, such as personal vlogs of the protagonists’ daily 

lives. The Flooxer platform concentrates more on independent in-house output, centring on high-

quality drama productions. Finally, TVE, also generates independent content, including not only 

drama but also documentaries, with high levels of innovation and quality. It is important to note that 

of the three, this is the only platform that makes room for cultural content. 

 

Miguel Ángel Casado is vice-dean of the Faculty of Social Sciences and Communication of the 

University of the Basque Country where he has been researcher since 2003. He is lecturer of the 

Department of Audiovisual Communication and advertising where he teaches the course ‘Internet and 

the cultural industries’ and also teaches the course ‘tools for qualitative research’ at Social 

Communication Research Master of the University of the Basque Country. His research interests 

include cultural industry economics, public media systems and children and new media. He has been 
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member of the European research network funded by the European Commission EU KIDS ONLINE 

and now is involved on different research projects funded by the Spanish Ministry of Innovation.  

 

Josep Àngel Guimerà is lecturer at the Department of Audiovisual Communication and advertising 

where he teaches courses on science, technology and science; and media research methodologies. 

His research focuses on media policy, technology innovations and local media. He also researches 

on nationalism and the media in stateless nations. He is founder member of the Daniel Jones 

Structure and Media Policies at the Autonomous University of Barcelona. He also coordinates the 

Quality Control System at the Faculty of Communications Sciences.  

 

3. TV to Go: Negotiating Site Specificity in a Mobile Web App on Nordic Crime Drama                         

Cathrin Bengesser (Aarhus University)  

 

Smartphones are the screen of choice, particularly for young audiences. Television not only needs to 

adapt to the ‘very small’ screen, but also to the specific sites and mobile situations in which it is used. 

This paper reflects on what TV’s migration to the smartphone screen means for the televisual forms 

and the situations of TV viewing today by stating from a practical task: conceptualizing and 

commissioning content for a mobile web-app (DETECt Aarhus) that takes tourists on a Nordic-Noir-

themed tour through the city. The paper reflects on the two core challenges involved in the process: 

first, re-locating television and its viewer from their domestic experience of television to a mobile 

experience in an unknown public space; second, re-mediating (Bolter and Grusin, 2003) TV content 

for the smartphone as a locative medium (Frith, 2015). This reflection builds on a theoretical 

examination of two aspects to site-specificity which have been addressed in the conceptual process: 

First, that of Nordic crime drama (Hansen and Waade, 2017) and second, that of TV in the public 

space (McCarthy, 2000, 2001) and asks how the smartphone and its mobile use impacts on them. In 

addition to the author’s own reflections on the commissioning process, the paper presents findings 

from interviews with users who test the app in September/October 2019 and indicates how these 

findings influence the further development of the project. 

The specificity of the location is a core trait of Nordic crime drama and central to its appeal for non-

Nordic audiences (Hansen and Waade, 2017), who can experience the ambience of a different place 

on the screen in their home. It is also central to the relation between television and the (transnational) 

public space as described by Anna McCarthy (2000, 2001), before TV came to the smartphone. The 

core challenge in realizing DETECt Aarhus is reconciling these two types of site-specificity in a 

locative media experience (Frith 2015). The idea of the DETECt Aarhus app is translating the 

aesthetic, economic and political values of Nordic Noir (Hansen and Waade, 2017) into experiences 

in specific locations. However, remediating Nordic Noir TV for tourists necessitates taking into account 

the personal values Nordic Noir has for them as well as the immediate use value ‘on location’, which 

is why the content commissioned for the app needed to start from the site-specificity of physical 

locations in Aarhus and not the places and spaces created by television. This research has 

implications not only for developing screen tourism (Waade, 2019) and the use of locative media for 

it (Leotta, 2016), but also for academic understanding TV content that is designed for mobile use. 

 

Cathrin Bengesser is a post-doc researcher at the Institute of Communication and Culture at Aarhus 

University. She oversees the development of a mobile web app for experiencing Aarhus through 

Nordic Crime fiction, which is part of the Horizon 2020 research project DETECt, Detecting 

Transcultural Identity in European Popular Crime Narratives.  
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Panel session 6: Streaming and Young Viewing Habits.  

    Panel curated by the ECREA Film Studies thematic section 

Chair: Susan Aasman (University of Groningen) 

 

 

1. Rejuvenation of Television in the Age of Streaming: The Case of Berlin Noir     

    Susanne Eichner (Aarhus University) 

 

When the internationally highly acclaimed Babylon Berlin (2017, Sky/ARD, ) was released in 2017, 

The Times headlines: “German TV comes in from cold to replace Nordic noir” (The Times, 

17.11.2017), hinting not only at the series specific aesthetics but also to the more general 

development of rejuvenation within the German television landscape. In particular three series can 

be considered as important milestones of that process: In the face of Crime (2010, ARD/ARTE), 

Deutschland 83 (2016, RTL) and Babylon Berlin (2017, Sky/ARD). In the face of Crime as early 

example and precursor in the traditional logics of flow TV, Deutschland 83 as the game changer and 

an example of changing conditions, and Babylon Berlin as advanced example of new market logics 

with new players such as Sky Germany and Netflix Germany affecting old structures. The series 

paved the way for a number of current series that have been released during the last years and that 

are accessible for audiences via divers platforms and channels: 4 Blocks (TNT, 2017), You are 

wanted (Amazon, 2017), Dark (Netflix, 2017), or The same Sky (Netflix, 2017), Bad Banks (ARTE, 

2018), Dogs of Berlin (Netflix, 2018) or Beat (Amazon Prime, 2018), addressing younger audiences 

in terms of topics and location. The paper discusses the case of Berlin Noir as an example of 

rejuvenation of German television on two levels: First on the level of market logics and secondly on 

the level of textuality, genre and location. The genre of Berlin Noir thereby itself is not a markedly 

youth genre, however, the series as well their hosting platforms attract a considerably younger 

viewership than German public broadcast television (ZDF and ARD) as well as German commercial 

television (RTL; PRO7, Sat1). They mark the beginning of a new era of German TV drama series 

which have for a long time been accused of being risk-avoiding, non-innovative and lacking 

international appeal. New players are challenging the stable dual broadcast system that was firmly 

established in Germany since the introduction of commercial television in the 1980s.  

Many of the new German series are set in Berlin, using the city not only as a background, but often 

as a driving narrative force in the storytelling. Berlin has become an important location and space for 

national and international contemporary drama series, as well as an important mediated historical 

space (Eichner & Mikos 2017). Berlin, while having not the same economic power as other world 

capitals such as New York, Tokyo or Paris, has become increasingly popular and attractive for young 

and creative people from all over the world thus building up a brand image consisting of 20th century 

history with the Nazi regime, the Cold War as well as current themes of the new millennium - such as 

organized crime, minority ethnic communities, and the techno scene, addressing specifically younger 

audiences which has turned the branded image of the city into a brand value. This contribution will 

critically engage in the question of Berlin Noir as an example of the rejuvenation of the German TV 

drama landscape that will consider the developments in the light of new market dynamics that enable 

and enforce the development of new formats and aesthetics. 
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Susanne Eichner is Associate Professor at Aarhus University, department of Media Studies and 

Journalism. She employs a cross-media approach focusing on reception aesthetics and audience 

research, media sociology, production ecology and popular (serial) culture. She is co-director of 

the Centre for Transnational Media Research and co-director of Cultural Transformations. Her 

publications include the books: Agency and Media Reception (monography, Springer, 

2014), Transnationale Serienkultur (co-editor, Springer, 2013) and Fernsehen: Europäische 

Perspektiven (co-editor, UVK, 2014).  

 

 

2. Branding Young: Marketing OTTs in the Shadow of Netflix 

    Michael L. Wayne (Erasmus University Rotterdam)  

 

This paper examines youth-oriented ‘over-the-top’ (OTT) platform branding strategies in Israel. Like 

many national markets in recent years, the emergence of unregulated OTT providers and the global 

expansion of subscription video on-demand (SVOD) portals like Netflix has increased competition 

within the Israeli pay-television market. In response, the country’s two largest legacy multichannel 

providers, Hot (cable) and Yes (satellite), both began offering their own low-cost streaming platforms 

aimed at younger audiences. This research examines the marketing materials associated with Hot’s 

Next and Yes’ StingTV in conjunction with publicly available industry documents, trade press 

coverage, and executive interviews following Caldwell’s (2006) model of trade press discourse 

analysis.   

The purpose of this analysis is to explore the ways in which national legacy television providers 

conceptualize young audiences and market themselves at a time when global SVODs are reshaping 

television branding practices (see Wayne 2018). Although Israeli television executives explicitly link 

young audiences to digital technology and viewing practices associated with internet-distributed 

television, this study finds a surprising paradox within efforts to promote Next and StingTV. Beneath 

the emphasis on binge watching, viewer agency, and anywhere, anytime viewing, both of these low-

cost OTT services offer subscribers terms that address traditional audiences’ long-standing 

complaints about legacy pay-television services including high prices and uniform content offerings. 

In marketing pay-television services with tiered price structures, small bundles of specific content, and 

monthly (rather than yearly) contracts to young audiences, it seems that Israeli legacy providers are 

attempting to connect with this particular audience segment on technological rather than economic 

terms. In so doing, these legacy providers have come to resemble SVODs like Netflix even as these 

global players have begun competing within the national market. 

 

Michael L. Wayne is a lecturer at the Department of Media & Communication at Erasmus University 

Rotterdam. He holds a PhD in sociology from the University of Virginia. From 2015 to 2018, Michael 

was a Kreitman Post-Doctoral Research Fellow in the Department of Communication Studies at Ben-

Gurion University of the Negev, Israel. Between 2011 and 2015 he served as the managing editor of 

The Communication Review and currently sits on the journal’s editorial board. Michael is also an 

active member of the Global Internet Television Consortium (https://global-internet-tv.com/). His work 

has appeared in a variety of journals including Media, Culture & Society, VIEW: Journal of European 

Television History and Culture, Critical Studies in Television, and Journal of Popular Culture.  

 

 

3. Youth Screen Culture: Understanding User Behaviour of Generation Z in Streaming   

    Television Services – The Case Study of Greece 

     Anna Podara, Rigas Kotsakis, Maria Matsiola, Theodora A. Maniou and George Kalliris (Aristotle     
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     University of Thessaloniki and University of Cyprus) 

 

As a connected screen culture, not constrained anymore by a singular screen within households, 

television continues to play a key role in people’s everyday lived realities. However, with the current 

global media industry ‘under attack’, the future role of traditional television appears uncertain, 

following the transformation of viewing habits worldwide, since young people, especially, are turning 

away from traditional broadcast television – and turning towards other screens and formats. At the 

same time, web media enterprises are themselves under pressure from the tech giants that tend to 

obscure the convergence process, especially in the audiovisual field (e.g., Netflix), whose size and 

Internet dominance present significant challenges for traditional television entities striving to survive 

in this highly competitive industry. 

This paper aims to examine the viewing habits and preferences of Generation Z in relation to the 

recommendation systems of pay TV platforms. Greece was selected as a case study since the first 

pay TV platforms were available in the country as late as 1994, and until recently they did not have 

many subscribers since Greek viewers were used in consuming television content freely, through 

free-to-air private and public TV channels. However, today the main ‘players’ in the Greek TV market 

seem to be the non- traditional television platforms offering streaming and on demand audiovisual 

content, while their main audience appears to be younger viewers, members of the Generation Z. 

In this perspective, the study aims to gain a deeper understanding of generation Z’s viewing 

preferences and patterns in non-traditional broadcast television formats by exploring the ways 

recommendation systems usage strategies can help the broadcasting industry to develop a steady 

relationship with the young audience, increase and sustain viewer engagement. The study is based 

on a dual method of analysis: on the first level, we conducted a detailed analysis of user behavior 

using survey data of streaming services users who belong to generation Z; on a second level the data 

from the survey were processed towards the extraction of networking behavior patterns of generation 

Z through statistical analysis, which has been subsequent reinforced by machine learning strategies 

for the development of innovative recommendation systems, adaptive to the special characteristics of 

this generation. 

Initial findings suggest that content and formats of consuming streaming services are  the key 

characteristics for the new generation of TV audience while the impact of the economic crisis is 

evident in the country’s obscure audiovisual industry.  This research is a part of an ongoing project 

regarding Generation Z’s media usage in Greece which has started in 2014.  

 

Anna Podara is PhD candidate at the School of Journalism & Mass Communication, Aristotle 

University of Thessaloniki, Greece. 

 

Rigas Kotsakis is Senior Teaching Fellow & Instructor at the School of Journalism & Mass 

Communication, Aristotle University of Thessaloniki, Greece. 

 

Maria Matsiola is Senior Teaching Fellow & Instructor at the School of Journalism & Mass 

Communication, Aristotle University of Thessaloniki, Greece. 

 

Theodora A. Maniou is Lecturer at the Department of Social & Political Science, University of Cyprus. 

 

George Kalliris is Professor at the School of Journalism & Mass Communication, Aristotle University 

of Thessaloniki, Greece. 
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4. Audience Research in the Media Industries and the Role of Viewer Data: Decision-Making  

    Processes Within a Dutch Streaming Service 

    Judith Keilbach and Hanna Surma (Utrecht University) 

  

During the last two decades, the ongoing transformations of the media and television industries have 

brought about significant changes in production and distribution processes and content creation in 

particular. These changes in content creation are linked to current forms of digital distribution and 

accompanying datified audience research practices. Streaming services like Netflix or Spotify justify 

the gathering of user data with their intention to enhance the entertainment experience of consumers 

by matching user tastes with content. While the collection and utilization of such data has been 

criticized by various scholars (see Alexander 2016, Morris 2015), our paper addresses how viewer 

data are used in decision-making processes within the media industries. Ang (1991) and Redvall 

(2017) both discuss audience research as a tool to come to a more informed decision about the 

production and renewal of television series. Our paper draws on an ongoing ethnographic research 

project and on perspectives, insights and methodologies from the field of Critical Media Industry 

Studies/Production Studies (see Mayer 2008; Mayer/Banks/Caldwell 2009; Redvall 2013, 2014, 2017; 

Szczepanik/Vonderau 2013; Curtin/Holt/Sanson 2014; Curtin/Sanson 2016). In our project we explore 

how current forms of (datafied) audience research and viewer data play a role in the transformation 

of workflows, how they restructure internal communication and how they are utilized in the 

communication and negotiation with television producers and screenwriters. We will present the 

results of a case study on a Christmas series by the Dutch streaming service Videoland by, firstly, 

showing how these data are discussed within the team that is responsible for the acquisition and 

commissioning of television content. Secondly, we will analyze which data are considered relevant in 

the decision-making process about the renewal of the series. Thirdly, we will discuss how data 

structure the negotiation with the producer and screenwriters. Lastly, we address if and how the 

screenwriters use these data in developing the following season. 

 

Judith Keilbach is Assistant Professor in the Media and Culture Studies Department of Utrecht 

University. Her research interests include television history and theory, the relation of media 

technology and historiography, media industries and production studies.  

 

Hanna Surma is Assistant Professor in Media Studies at the Media and Culture Studies Department 

at Utrecht University. Hanna’s research interests focus on television theory, television genres/Reality 

TV, video culture and history, governmentality studies, and the transformation of television 

technologies and distribution/production practices. In their current research project ‘Data-driven 

Screenwriting’ Hanna and Judith explore how viewer data are used by streaming services, television 

producers and screenwriters to decide about and develop television content.  
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