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ABSTRACT

The social, cultural, and economic lives of those who watch television have been
shown to be profoundly influenced by the medium. Based on the notion of media
imperialism, this investigation examines how the media contributes to the spread and
establishment of contemporary imperialistic forces outside of the realm of direct
military and political control. The data presented demonstrates that India's media has
developed into a substantial marketplace. Up until 1991, the Indian government
strictly regulated what was shown on television, using development-focused shows
and the news network as a mouthpiece for the governing party. Using a triangulation
of sources, the researcher in this study set out to define media imperialism, trace its
historical development, identify its defining characteristics, and investigate how these
features have influenced the television industry in India. The industrialized Western
world's hegemony in the media has led to a transmission of Western cultural norms
and lifestyle to the vulnerable undeveloped and emerging nations.
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INTRODUCTION

This study makes an effort to examine recent developments in Indian television. To
begin, we have reviewed the evolution of Indian television to provide light on the
context of the challenges and possibilities that the medium has faced since its birth.
Transnational television, which emerged in the wake of globalization, altered the way
people watched television and had profound effects on their lives. This study makes
an effort to chart the ways in which the contents of TV shows on different networks
have changed as a result of globalization. Cultural globalization concepts and the four
sociological processes of homogenization, pluralization, traditionalization, and
hybridization/glocalization have been used in the investigation. Character portrayals
in television shows following globalization are also discussed in the article. This
article is based mostly on the author's Master of Philosophy dissertation for the
School of Social Sciences at Jawaharlal Nehru University in New Delhi. Secondary
sources such as books, journals, newspapers, government publications, and websites
were analyzed using a content analysis for this research.

From its inception, globalization has been one of the most pervasive and pervasive
mainstream phenomena in the globe. As internationalization progresses, it inevitably
leads to globalization as a subsequent step. According to Mirrlees, globalization may
be seen as transnational capitalism's amazing development and control over the global
communications infrastructure, with the state serving as a means to the end of the
capitalist system's marketing, operating, and opinion control goals. This hegemony of
the West is what crystallizes the idea of cultural imperialism. Governmentality,
colonialism, and the exercise of power have all been explored by past researchers,
therefore this is a fertile area for further investigation. In his book Cultural and
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Imperialism, Edward Said synthesized the findings of various investigations to
provide a unified theory of cultural imperialism (1993). And thanks to his efforts, the
idea is now widely known.

The views of change and the new conceptions of gender, country, and culture that our
research sheds light on must be placed in the perspective of the social setting in India
at the current moment. Understanding the effects of the privatization of Indian
television on gender, national, and cultural conceptions is facilitated by such a
conversation.

LITERATURE REVIEW

Nazir, Farrukh & Ali (2019)The study set out to investigate how western television
programming was influencing cultural discontent among Islamabad's undergraduates.
The level of unhappiness with Pakistani culture and the prevalence of favorable
beliefs about western culture were also highlighted. The survey used a statistically-
valid convenience sample that was evenly split between males and females. It was
discovered (t=3.02) that watching Western TV creates a sense of otherness in viewers.
The degree to which one makes assumptions about a foreign culture varies
considerably (=0.32). In addition, money and free time were still crucial in making
western alien culture a reality.

Amanda D. Lotz (2022) Subscription-based, consumer-funded online video
streaming services will likely have far-reaching effects on the global video
distribution industry. These shifts are only now being discussed, despite being central
to critical communication studies' interest in international media flows and power.
This essay examines the ways in which global streamers pose a threat to established
theories in communication and media with regards to transnational video and the
cultural force it has. Using the library data made accessible by Ampere Analysis, it
focuses specifically on Netflix while experimentally exploring and comparing 17
national libraries. Research indicates that Netflix libraries in different nations have
vastly different contents, both in comparison to services located in the United States
and to those that provide material generated in a wider variety of countries. These and
other findings provide indirect evidence for the workings and methods of global
streamers, which contributes to theorizing their cultural function.

Kalyani Chadha & Anandam Kavoori (2012)Policymakers, industry participants,
producers, and practitioners in India's television industry have all seen significant
changes during the last several decades. This article examines the changed
environment and contends that contemporary Indian television is a diverse,
'rhizomatic' creation with complex constitutive characteristics that simultaneously
reflect the forces of media globalization and local, contextually embedded
components and realities. On the one hand, there is the preeminence of the market and
the growth of alliances between global and local media companies (which mimic
global trends); on the other, there is the preeminence of limited formats, the invasion
of televisual space by the film industry, the meteoric rise of the regional in television,
and the paradoxical condition of the public broadcaster, which combines massive
reach with a viewership confined increasingly to poorer, rural audiences (which
represent, among other things, the demographic shifts of.
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Scott Fitzgerald (2019) This article examines the meteoric rise of OTT video
services in India, including Voot, Hotstar, Netflix, and Amazon, and analyzes their
expansion within the framework of the internationally prevalent trends and business
models. Questions concerning how we conceptualize platformization in fields like
communication and culture are raised by the growth of such services in India, the
world's second-largest market for "tech businesses” like Facebook and Amazon. New
digital infrastructures, such as fiber-optic cables, broadband networks, and
smartphones; corporate strategies among small and large, local and international
players; and state policy and regulation, which seeks to address concerns about
economic, political, and cultural security while also spurring the socioeconomic
development of India among "wired" nations, are all taken into account as the article
evaluates the unique dynamics of platform growth in the country.

Kumar, Neeraj. (2021). In this article, I'll examine how globalization has changed
Indian television and show how the industry has adapted to new circumstances. It's a
timeline of Indian TV from before the advent of globalization to the present day.
Scholars have used terms like "culture invasion™ and "cultural imperialism” to
describe the arrival of satellite TV in India in the wake of globalization. This study
examines the ways in which cultural imperialism, globalization, and
hybridization/glocalization are influencing the content of television shows today.
Despite appearances to the contrary, the article claims that the research presented here
reveals that there is very little chance of the Western culture or the guest culture
completely replacing the local culture. Instead, there is more room for
experimentation with mashups of cultures that produce novel hybrid forms of
expression. Finally, the study draws attention to the shifts in the philosophy behind
the production of images and the representation of people, especially women, in
media such as television.

METHODOLOGY

The data used in this study were both primary and secondary sources acquired by the
researcher. Data from public and private organization reports, research journals, book
articles, magazine and newspaper reports, and publications of various reports prepared
by research scholars, universities, media scholars, etc. were analyzed using a
secondary data analysis method to learn more about the process and factors of media
imperialism. This secondary data allowed researchers to determine the media
imperialism process and the embedded component over time. Researchers were able
to assess the effects of media imperialism on the Indian television industry thanks to
the results of secondary data analysis. The interviewer has the freedom to probe the
subject at length. Some questionnaire respondents might benefit from a follow-up
interview to learn more about their replies. While qualitative research interviews, as
proposed by Kavle, aim to explain and interpret the significance of key themes in the
participants' everyday lives. Interviewing entails primarily deciphering the
significance of the answers given by the respondents. With these terms in mind, it's
clear that interviews are a valuable tool for qualitative research.

DATA ANALYSIS

MEDIA IMPERIALISM ON INDIAN TELEVISION INDUSTRY
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According to Make in India's Media & Entertainment reports115, the rise of technical
breakthroughs like digital cable TV and direct-to-home satellite broadcasting have
made India the third biggest Media & entertainment business in the world, behind
only the United States and China (DTH). According to the report, cinema, television,
and new media have contributed significantly to India's $26.4 billion media and
entertainment industry's average annual growth rate of 12.4%. According to the
research, following liberalization, a flood of finance and transformation flooded the
Indian television business, leading to a rise in the number of private satellite TV
stations. The expansion of the Indian television industry was shown in the following
graph:

The Indian M&E industry: Size

Overall industry _Growlh
size (INR billion) 2011 2012 2013 2014 2015 2016 2016
{For calendar years) %;3;
W 3290 370.1 4172 4749 5422 5683 85%
Print 2088 241 232 2634 2834 M3 70%
Films 929 124 1253 1264 1382 1423 3.0%
Digital advertising 15,4 217 301 435 §0.1 %9 28.0%
AnimationandVEX 310 353 397 “us 511 595  164%
Gaming 13.0 153 192 235 2%5 08 162%
00H 178 182 193 20 244 %1 70%
Radio 15 121 146 172 198 21 14.6%
. Music 90 106 96 98 108 122 13.0%
Total 1284 8210 918.1 1025.5 11565 1262.1 9.1%

Source: XPMG = Inda's analysis and estemanes, 2016=17

Figure 1 the FICCI-KPMG report 2015

According to the FICCI-KPMG report 2015, the Hindi and English Channels
collectively generated maximum revenue in the past few years with high viewership.
Secondly, it was more feasible and less time consuming as there were more than 1000
TV channels and it was very difficult to study the content, programming, and
ownership of each and every channel. Finally, researchers' lack of knowledge about
the other regional language limited the analysis to Hindi and English channels only.
Each channel's programming was watched and examined for 12 hours each day, and
the channels were grouped into their respective TV forms.
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(Table 1)
Sr. English Hindi Company Country English Hindi P%
Channels Channels (F) (F)
1 National All the 21# Century Fox U.s. 240 20.39%
Geographic, programs
Nat Geo are
Adventure, dubbed in
Nat Geo Wild, Hindi
Nat geo people
2 Discovery, 1D Discovery u.s. 320 86 34.49%
Discovery Communication
Science, Limited
Discovery
Turbo,
Animal Planet,
Tle
3 Travel Xp,. Time Media u.s 185 15.7%
Fashion tv
4 History 18 A& E u.s 60 5.09%
5 Epic Epic television India 78 6.62%
network Pvt.Ltd
6 The Vinci Da Vinci Media Germany 60 5.09%
learning GmbH
7. Travel trendz, Zee entertainment, India 133 15 12.57%
NDTV good NDTV
times
Total 15 2 998 179 100.00%
(84.79 %)  (15.21%)

Data on Hindi and English entertainment and lifestyle TV channels. According to the
data, there are a total of seventeen channels in the information and entertainment
genre; however, only two of these are broadcast in Hindi; of these two, only epic
broadcasts Hindi programming, and that programming is primarily based on historical
content, while ID broadcasts programs dubbed in Hindi, but they are all imported and
based on the real-life crime stories that have occurred in the United States at various
times. In addition, the data revealed that most broadcasters were located outside of
India, with the United States accounting for the majority of foreign broadcasters'
ownership of Indian television stations with the exception of the German-owned Da
Vinchi. New Delhi Television (NDTV), Good Times (Zee Entertainment), and Travel
Trends (Zee Entertainment) were all stations run by Indian Businesses that aired
shows imported from outside. Few Indian-themed shows were produced, and many
Indian businesses preferred English over Hindi.

GENERAL ENTERTAINMENT CHANNELS
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(Table 2)
Sr. Hindi English Company Country English  Hindi %o
Channels Channels
1 Star T, Star Star India USA 256 380 28.12%
Life ok, Fx Subsidy of 21*
V channel, century fox
Star Utsav
2 Colors Color Viacom 18 USA 240 255 21.89%
Rishety infinity, Subsidy of
Comedy Viacom
central
3 Zee, Zee cafe Zee India 123 430 24.45%
Zindagi, entertainment
Zee anmol network
Zee smile &
tv
4 Sony, Axn Sony Japan 45 345 17.24%
Sab tv, entertainment
Sony pal
5 Bindass Disney USA 67 2.96%
6 Sahara Sahara group  India 120 5.30%
Total 15 6 664 1597
(29.36%) (70.63%) 100.00%

According to the numbers, there were three General Entertainment Channels, and
70% of them were in Hindi while the remaining 30% were in English. There was a
total of 21 channels, only 6 of which were in English (15 were in Hindi). Of all Hindi
channels, only five were owned by Indians, while the other ten were owned by
foreigners, a fact that shocked the research team. The majority of the corporations
were American with the exception of Sony; only one of the six English GECs was
owned by an Indian company (Zee Café), although all of the shows it aired had
previously been seen in other countries. With the exception of Sony Pictures
Entertainment's AXN (Action Network) situated in Japan, the other four networks
were all owned by US firms. India debuted not one, but four new Hindi GECs in
2007: Colors, 9X, Imagination, and Real. However, these channels had a low
percentage of success and didn't last very long. Industry experts voiced their opinion
that India was not yet ready for or in need of so many Hindi entertainment channels,
and only Colors (a 50/50 joint venture between Network 18 and Viacom) survived.
Nevertheless, in 2015, Viacom 18 debuted its second Hindi GEC, Rishtey, which
showed Colors' previously aired episodes. With the success of Zee Tv, Zee
Entertainment developed a second general entertainment channel (GEC) called
Zindagi. Both stations aired exclusively Pakistani programming with only a small
handful of Arabian series that were already airing or were created specifically for the
Pakistani market. Sab was released in 2015 by Multi Screen Media (MSM). "Bulk of
the TV viewership in India incomes come from the Hindi GECs," said Smita Jha,
Leader (Media and Entertainment), PwC. This is why channels like Star Utsav and
Rishtey, which aired only reruns of popular shows from Star Plus and colors, still
managed to maintain a weekly viewership of 2-3 GRPS. P.M. "reach and ratings of
GECs were not such before 2012, but after that it has been improving year by year,"
said Balakrishna, CEO of Allied Media. Most Hindi GECs included saas bahu dramas
that centered on dark magic and other mythical themes. The most popular channels
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for these kinds of programs were Colors and Star Plus. Although though India is a
modern, thriving nation, most television shows portrayed an archaic Indian mentality.
The Indian women shown in these shows are completely subjugated to their husbands
and fathers, and they hardly leave the house.

CARTOON CHANNELS

(Table 3)
Sr. No. Hindi English Company Country English Hindi Yo
Channels Channels
1. Baby TV 21% Century USA 74 8.25%
2. Cartoon Cartoon Time Warner, USA 157 36 21.54%
Network, Network, Turner
Toonami Toonami International
3. Pogo, Discovery Discovery USA 198 22.9%
Discovery Kid, Communication
Kid, Discovery
Discovery Explorer,
Explorer,
4. Disney Xd, Disney Walt Disney USA 112 12.5%
Hungama Junior,
™V Disney Xd,
Hungama TV
5. Sonic, Nick,  Sonic, Nick, Viacom USA 114 13 14.17%
Nick jr. Nick jr.
6. Animax Animax Sony USA 127 14.17%
Entertainment
7. Zec Zee Entertainment India 65 7.25%
Total 13 13 847 49 100.00%
(9453%)  (5.46%)

the channels in the kids and the animation category (with the exception of ZeeQ) are
handled by the foreign players and have foreign ownership. The majority of children's
television networks were owned by American media giants, with the exception of
Japan's SONY. The only channel owned and run by an Indian company was ZeeQ.
The vast majority (849) of the 898 performances were produced abroad, depicting
cultures other than America’'s. Not only do these stations air the same series with
Hindi dubbing, but of the 49 shows analyzed, only a small number (5.6%) are based
on Indian themes and concepts.

It came as a shock to learn that many shows aired on Discovery Kids were actually
produced in other countries, despite the fact that they bore Indian names like
"Shamsher Sikander" and "Kisan" and featured stories set in "Indian cities" and
dubbed in the native language of the children watching them. Mighty Raju, Motu
Patlu Bheem, Chor Police, Vicky, and Vettal are only some of the other series
produced by Indian Production firms that center on Indian culture and values,
although the proportion is vanishingly small. Animax, a Sony TV station, only aired
English dubs of Japanese animation. It was shocking to learn that most Indian
children were tuning in to channels owned and operated by foreign companies, with
the exception of ZeeQ, which was founded in 2011 and is handled by Zee
entertainment. Researchers discovered a crucial aspect of media imperialism
throughout their investigation: the need for regional adaptation. As with the Kids
category, localization entails setting programs against the background of the nations
of interest, but beyond that, everything is chosen centrally. "The average ratio of local
programming presently in India 70:30 vs 90:10 in 2008," Nina Elavia Jaipuria,

9541



International Journal of Early Childhood Special Education (INT-JECSE)
DOI: 10.48047/INTJECSE/V1412.1035 ISSN: 1308-5581 Vol 14, Issue 02 2022

executive vice president and business head of Viacom18, which managed Sonic,
Nick, and Nick Junior, among other channels in India, said. Currently, 7.5% of all
Indians' TV time goes toward programming aimed towards children, up from 5.4% in
2008. (FICCI-KPMG 2016). It was the third most popular kind of Indian television
content (after general entertainment and movies), nearly on par with news. Because of
this, the number of children-oriented television channels has increased by a factor of
four in the last year (FICCIKPMG 2016).

CONCLUSION

The concept of "media imperialism™ is also new. The term combines media with
imperialism. The term "media,” a plural variant of the word "medium," refers to the
many methods used to disseminate and discuss news, current events, entertainment,
and persuasive arguments. Imperialism is another term used to describe the exercise
of power and influence by a more developed and stronger region over a less
developed and powerful one. Understanding Media Imperialism requires a familiarity
with the larger notion of media imperialism. According to the media imperialism idea,
less-developed and emerging nations are losing their cultural identity as a result of
being force-fed media produced in more-advanced countries.
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