Media Practice and
-veryday Agency
N Europe

edited by Leif Kramp, Nico Carpentier,
Andreas Hepp, llija Tomani¢ Trivundza,
Hannu Nieminen, Risto Kunelius,
Tobias Olsson, Ebba-Sundin

and Richard Kilborn

edition lumiere



Table of Contents

INTRODUCTIONS

Leif Kramp, Nico Carpentier and Andreas Hepp
Introduction: Investigating the Everyday Presence of Media..........c.ccceeeeeeee. 9

Anne Kaun, Benjamin de Cleen and Christian Schwarzenegger
Navigating “Academia Incognita”: The European Media and Communication
Doctoral Summer School and ECREA’s Young Scholars Network............... 23

PART 1
RESEARCH

SECTION 1: DYNAMICS OF MEDIATIZATION

Nick Couldry
Mediatization: What IS Tt?...........ooooiiiiiiiiiiie e 33
Knut Lundby
Notes on Interaction and Mediatization............cooovuveeeeiiiiieeeeeeieieeeee e, 41

Sonia Livingstone
The Mediatization of Childhood and Education: Reflections on The Class.. 55

Friedrich Krotz
From a Social Worlds Perspective to the Analysis of Mediatized Worlds..... 69

Andreas Hepp
Communicative Figurations: Researching Cultures of Mediatization........... 83

Risto Kunelius
Lessons of the Lament: Footnotes on the Mediatization Discourse............. 101

Dorothee Christiane Meier
Doctor-Patient Relationship in a Digitalised World...........ccccooeieirnnnne. 115



6 Table of Contents

SECTION 2: TRANSFORMATIONS

Minna Saariketo
Imagining Alternative Agency in Techno-Society : Outlining the Basis of Cri-

tical Technology EdUCation............ccceiiiiriiiiierieieeeee e 129
Auksé Balcytiené

The Alchemy of Central and East European Media Transformations: Historical
Pathways, Cultures and CONSEqUENCES.........coveverrieierrieierrieieeeeeieeeeeeeenes 139

Irena Reifova
Ontological Security in the Digital Age: The Case of Elderly People Using
INEW MEAIA...c.eeniinieiieiieiieiieeeee ettt 153

Svenja Ottovordemgentschenfelde
Reconfiguring Practices, Identities and Ideologies: Towards Understanding
Professionalism in an Age of Post-Industrial Journalism ............c..c.cceenee. 163

SECTION 3: METHODS

Bertrand Cabedoche
Advantages and Limitations of a Text Analysis to Reveal the Strategic Action
of Social Actors. The Example of Cultural Diversity .........cccccccevevencnennne 177

Rosa Franquet
Analysing Media Production: The Benefits and Limits of Using Ethnographic

MEthOdOIOZY ...ttt et 195
Erik Knudsen

Media Effects as a Two-Sided Field: Comparing Theories and Research of
Framing and Agenda Setting...........cccoevveriiivieiieiierieiecieieereee e 207

1lija Tomani¢ Trivundza
Records of Facts or Records of Mystification? Brief Notes on the “Surplus

Value” of the Photographic Image ..........cccoeoeeieiiiiieniiiecceeeeeeee 217
Leif Kramp

Media Studies without Memory? Institutional, Economic and Legal Issues of
Accessing Television Heritage in the Digital Age ........ccceovveveviieieniieiennn, 227

Maria Murumaa-Mengel and Andra Siibak
Roles of a Researcher: Reflections after Doing a Case-Study with Youth on a
SENSIEIVE TOPIC ...cveiuieiiriiriiiiietinterteetetes ettt 249

Frangois Heinderyckx
Academic Schizophrenia: Communication Scholars and the Double Bind. 261



Table of Contents 7

SECTION 4: THE SociaL

Riitta Perdld
Engaging with Media in a Fragmented Media Environment....................... 273

Hannu Nieminen and Anna-Laura Markkanen
A Crooked Balance of Interests? Comparing Users’ Rights in Printed and Elec-
TONIC BOOKS ..o 285

Fausto Colombo
Too Easy to Say Blog: Paradoxes of Authenticity on the Web.................... 297

Tobias Olsson
In a Community, or Becoming a Commodity? Critical Reflections on the “So-
cial” in Social Media.......oouerieieieieieieiese e 309

Nico Carpentier
Participation as a Fantasy: A Psychoanalytical Approach to Power-Sharing

FaNtasies......c.ooveiiiiieiicee e 319
Ane Moller Gabrielsen and Ingvild Kvale Sorenssen

Reassembling the Social .........ccocoiieiiiiiiii e 331
PART 2

THE EUROPEAN MEDIA AND COMMUNICATION DOCTORAL SUMMER
ScHoOL 2013 AND ITS PARTICIPANTS

Jan BabmiK.........cooiiiiiiiiiiiicie e 335
GAbOTr BEINAtN ....c.viiviiiiiciic e 336
T1Z€ BEIZINA ......oiiviiiiicieceiee ettt 337
Erna BOdSTIOM ......coouiiiiiciiicieccee ettt 338
Y1annis CRriStIdiS....c..iovuieeiiiiiieiieeie ettt eeve e e 339
MICHAET COtET ..ttt ettt eve e 340
JOANNA DOONA.......oiiiiiiiiciiic e e 341
ViICtOTIA ESTEVEZ ..ottt 342
Katharina FritSChe ........c.oooviiiiiiciiceeceecee e 343
ROMAN HAJEK ..ottt 344
NELE HEISE ....veieevieetee ettt ettt ettt et et eaaeeve e aeeree e 345
LiSette JONNSTON ....occviiiiiiiiiiiiciee ettt e eve e v e 346
Slavka Karakusheva............ccccoevviiiuiieiiiiiicecce e 347
Erik KNUASEN ...oooviiiiicieciccecece et 348
Dorothee ChriStiane MEIET........c..ccvveeeviieiieerieeie ettt 349

Cassandre MOUNATT ........ccc.oiieuieiiie et 350



8 Table of Contents

ANNE MOLLEN ..o e 351
Tatyana MUZYUKINA.......ccoeiuirieiiiiee et 352
Svenja Ottovordemgentschenfelde ............ccooeeiiieiiniiiini e, 353
Venetia Papa........ooooiuiiiiiiee e 354
Mari-Liisa Parder........c.ooieiiiiiiiiiet e 355
Riitta PeralA.....cuiiieiieee et 356
GINA Plana.......ooooiiieee e 357
Sanne Margarethe de Fine Licht Raith ..........ccccoooiiiiniiiini e, 358
Miia Rantala.........ccoooiiiiiiiie e 359
Cindy ROIESCH. ... 360
UIEKe ROTh. .. 361
Nanna SATKKE ..o e 362
MinNa SAATTKETO .....oviieiiiieieeieee et 363
Dana SChUIMANS ........ccuiiiiiiiiiee et 364
Natalie SCAWAIZ .......oouiiiiiiei e e 365
Irene Serrano VAZQUEZ ......cc.eeueeiuiruieniieieeie ettt 366
Katarzyna SODICTAJ ........couieiirieiieiiee et 367
Meloding SOMMUET........eouieiieiieiieiieit ettt ene 368
Ingvild Kvale SOrenesen.......c..cccccveiririreriinienenieieieieeeeeeeeeeee e 369
INEIL SEEVEINSOM ...ttt e eeean 370
Mariola TAITE@A ......ccueeieeiieieeiieie ettt ettt ene 371
Kha8l VEIAETS ...ttt 372
ZHAN ZNANG ...ttt et en 373
WENYA0 ZA0 ...t e e 374

ELISADEIA ZUVOTAC .ot e e e eennaes 375



Media Studies without Memory?
Institutional, Economic and Legal Issues of Accessing
Television Heritage in the Digital Age

Leif Kramp

1. Introduction

In their research, media scholars are regularly concerned with audio-visual
sources and teaching, be it movies, TV shows, radio, audio recordings or
multimedia content on the Internet. Audio-visual media have advanced to the
position of primary objects of investigation and theory in media studies. In
a media landscape characterised by a huge variety of electronic media, tele-
vision as a technology, institutional setting and cultural forum (cf. Williams,
2003, Newcomb/Hirsch, 1983) still presents itself as a medium of record, mon-
itoring, framing, priming and commenting on the conditions of increasingly
mediatized societies and their social and cultural transformations as well as
persistencies.! However, in many places, researchers and lecturers who want
to work with recordings and documents of television history face considerable
problems in accessing the sources. Despite the highly problematic conditions
of long-term preservation owing to the susceptibility of the data carriers and
to rapidly changing technical standards, researchers struggle with profound
obstacles to maintain a hold on archival assets. In contrast to book publica-
tions, public records, the fine arts, music or even movies — which have their
own challenges when it comes to works that may be ‘orphaned’, but are at
least institutionally preserved in archives — libraries and museums, television
and broadcasting in general have no clearly defined focal points or mandatory
rules of preservation and access with respect to archived material. Last but
not least, the use and availability of materials — including the composition
and exploitation of private collections of recordings — is mostly restricted on
copyright-related grounds.

International cultural and media policy focused on the issue of how to
deal with the audio-visual heritage for the first time when a key issue docu-
ment was published by the Organization for Education, Science and Culture of

Kramp, L. (2014) ‘Media Studies without Memory? Institutional, Economic and Legal Issues of
Accessing Television Heritage in the Digital Age’, pp. 227-248 in L. Kramp/N. Carpentier/A.
Hepp/I. Tomani¢ Trivundza/H. Nieminen/R. Kunelius/T. Olsson/E. Sundin/R. Kilborn (eds.) Me-
dia Practice and Everyday Agency in Europe. Bremen: edition lumiére.
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the United Nations. With a recommendation made at its General Assembly in
Belgrade on October 27, 1980 UNESCO responded to the growing discontent,
especially amongst researchers, but also within the community of audio-visual
media archivists, that in most states there were no reliable political arrange-
ments — neither on a national nor on an international level — for the preser-
vation and storage of moving image works. The “Recommendation for the
Safeguarding and Preservation of Moving Images” (UNESCO, 1980) followed
the three core objectives of UNESCO, which has made a strategic commitment
to the promotion of democratic participation, sustainable development and cul-
tural diversity. Three decades later, the situation relating to the management of
the audio-visual media heritage must still be regarded as confusing and highly
disparate: The legislations alone within Europe are strongly diverging, e.g. The
European Convention for the protection of the Audiovisual Heritage (CETS
No.: 183) including the Protocol on the Protection of Television Productions
(CETS No.: 184) could not enter into force before 2008 when at least the min-
imum of only four EU member states had ratified it — nearly seven years after
opening the treaty for signing. Against this background, the broadcasters’ ar-
chives remain the most important locations for the preservation and accessing
of historically significant television sources. However, researchers and edu-
cators are constantly having obstacles put in their way when trying to access
archived material first-hand.

The law has had a significant influence on what parts of the enormous
wealth of our audio-visual heritage actually remains in the collective con-
sciousness (cf. Nikoltchev, 2013). A lot of programming is no longer accessi-
ble because its legal (copyright) status is unclear. Most legal provisions have
served to back marketing models, while the preservation of and access to our
cultural heritage has remained in the shadow of lawmaking. For television
works in particular, a variety of legal problems have arisen relating to digitiza-
tion and to the new forms of distribution. These have already had a paralyzing
effect on the work of public heritage institutions. The attempt to preserve our
television heritage not only requires a major effort in the archiving and conser-
vation of material but also the development of legal frameworks to facilitate
easier access to a wide diversity of cultural products.

2. [Issues relating to access: Normative, functional, strategic and
operational considerations

Reflecting on the findings of her research into German television archives,
media scholar Lilli Hobl came to the following conclusion: “In this country,
we can only remember in fragments” (Hobl, 2005: 96)?. The sometimes capri-
cious, sometimes wailing critique of the current access options in television
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archives is formulated by a television historian who — under the protection of
a pseudonym — wishes to draw attention to the considerable difficulties that
scholars have when dealing with television heritage in their research. This is
not only a challenge for media and communication scholars who analyze me-
dia production and reception as a core field of expertise. Television and broad-
casting history, as well as audio-visual media in general, have experienced
— as evidence and mere recordings of mediatized society and culture — a steep
increase of interest on the part of contemporary historians (cf. Roberts/Taylor,
2001; Hickethier, 2009), but also researchers from other disciplines such as
cultural studies, art criticism, sociology, political economy or psychology, to
name only a few that have likewise been affected by the ‘visual turn’ in social
sciences and the humanities (cf. Walker/Chaplin, 1997: 3). Hobl’s experiences
bear witness to the lack in corporate archives of regulated procedures for exter-
nal access and the willingness to let the public have a share in the richness of
the television heritage in addition to the regular broadcasting activities. Rather,
they are evidence of the many types of defence strategies that archivists in
broadcasting institutions employ to stave off external user requests as effec-
tively as possible.

Therefore, according to the researcher using the pseudonym Hobl, schol-
ars are sometimes faced with the disappointing response that the requested
documents or recordings are no longer available or just cannot be found. This
might spur on the researcher to more persistent efforts, but in the end frustra-
tion prevails due to the high fees charged for archival consulting services or the
copying of individual programmes. Only by chance, by individual sympathies
between archivist and requester or by pure luck, are researchers granted access
to the protected repositories of the prime assets of audio-visual media history,
Hobl connotes. A similar critique is advanced by Mike Mashon, Head of Mov-
ing Image Section at the Library of Congress, for the United States:

The film studios and television networks, which are mostly the same thing now, don’t offer
you an archive. I can’t go to Fox and watch episodes of ‘21 Jump Street’. You have to go
to a publicly available archive, and that tends to be the Library of Congress. Then they may
have some episodes at Peabody, maybe at UCLA and a handful maybe in the MT&R [Paley
Center for Media], but there are not many places you can go. The library by far has a bigger
collection than anybody else. In Germany there are a lot of state broadcasters. Even the state
broadcasters in Europe won’t let you in to watch shows. Some of them will, some of them
won’t. [...] It’s hard to get that stuff. (cf. Kramp, 2011b: 235)

With Hobl, researching the history of television becomes an odyssey, the ar-
chive a Pandora’s box, and the archivist a Kafkaesque doorkeeper who denies
the researcher access to the hidden treasures of media history — almightily and
uncompromisingly (cf. Kafka, 1934: 8). Television archives have, over many
years, gained the reputation of being invulnerable fortresses (cf. Oldenhage,
2000; Hecht, 2005; Ubois, 2005). As a comprehensive study of all major tel-
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evision archives in the United States, Canada and Germany has shown, tele-
vision broadcasters — whether they are commercial or public — operate their
archival departments as production archives with the purpose of serving their
own broadcasting operations (Kramp, 2011b). Television networks — including
public broadcasters — do not necessarily contemplate serving cultural and pub-
lic demands when it comes to programming that has already been broadcast.
As for the German public broadcasters ARD and ZDF, the reasons have been
set out clearly: They regard their main obligation as the maintenance and qual-
ity management of current programme activities, not in the support of cultural
purposes beyond that frame of engagement, as the available funds (licence
fees) do not include extended archival resources to cover external requests,
especially concerning negotiations with rights holders (cf. Kramp, 2011b: 66).
Access requests from third parties for archival material that come from other
media representatives or from members of the audience who are interested in
original footage or a single show, are diverted to the sales departments. Schol-
ars however usually have more complex requests, need access to a variety of
recordings and documents, and therefore dig deeper into the archive racks.
Hence, they highly depend on direct access to the archives and professional
archival (and not sale) services. Besides, they also understand their research
work as part of the cultural realm as well as a public service, and in most cases
do not have a budget to pay license fees as they do not act commercially.

A major hassle for scholars is the lack of universally applicable guide-
lines and policies that would ensure access to the television heritage in an at
least reliable manner. As one of the interviewed representatives of corporate
television archives, Geoffrey Hopkinson of Canada’s public broadcaster CBC,
notes, television archiving is far away from being an inter-institutional agree-
ment on preserving and giving access to the heritage comparable to the library,
museum and gallery structure built up a long time ago for books and art works:
“Because it tends to be buried somewhere and you actually go out there dig-
ging for it.” (cf. Kramp, 2011b: 236)

The fundamental question on the extent and nature of access to archived
television programming assets as well as the equally rich stock of contextualis-
ing documents requires the clearest possible distinction between the interested
parties. Who demands which access for what reason and with what justifica-
tion are crucial questions for developing solutions in this complex problem
area which is characterized by numerous economic, legal and not least strate-
gic and pragmatic implications. Depending on the motives for access as well
as important basic factors such as the institutional background and the avail-
able resources, access requests by representatives of production companies,
academics, journalists or by members of the general audience are responded
to in different ways by the responsible departments. From a user perspective,
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access demands can be made on normative and functional levels, whereas on
the supply side decisions to grant access are made on strategic and operational
grounds:

On a normative level, access claims can be deduced from the high cultural
value that derive from the relevance that television has for social memory in
many countries as the ubiquitous everyday medium since the early 1960’s (cf.
Holdsworth, 2008, Kansteiner, 2007, Kramp, 2011a). From this perspective,
for example, it could be argued that every television viewer has a right to
access television heritage because of its importance for the cultural develop-
ment and identity formation in the mediatised societies of the 20th and 21st
centuries. From this point of view, the concept of a basic service — in terms of
a fundamental right to information provision and opinion formation — could be
expanded to already aired television programming. This would include mainly
archived recordings that are managed not only in public and non-profit organi-
zations, but also and primarily by commercial enterprises such as broadcasters
and production companies. Whether this should be done for free or for a fee
is a secondary concern. Besides the many individually motivated reasons for
occupying oneself with television history the historical interest in it is constitu-
tive: Dealing with television’s past or with historical events as they were doc-
umented (or even staged) by TV requires genuine recordings and documents
from the history of television.

On a functional level it is examined how the demand for access is justified
by the function of the users and their use. Here, scholars perform an analytical
and interpretative service for the general public. Attributing relevance to these
functions is however an act of constant struggle, shaped by normative expec-
tations as well as strategic and pragmatic considerations on the part of archival
institutions. Thus, the privileged role of research is not a guaranteed, but a
contested one in this context.

At the strategic level, largely the institutional determinants and objectives
of the archive are dominant. Access to the archival assets is therefore subordi-
nated to certain administrative requirements. Broadcasters focus their archive
management, as illustrated, primarily on productive responsibilities, thus fol-
lowing (business) criteria of media production: Media management is oriented
towards keeping up the on air operations using archive material.

Ultimately, the decision between success or failure to gain access is
commonly made on the operational level. Here, normative values clash with
functional claims of the users and the strategic objectives of the archives. As
already argued above, not every user needs the same type of access. Also, not
every type of user is granted access because of strategic issues such as business
reasons. As the use of archival material — whether it is a screening, a loan or
obtaining a copy — always requires and ties up institutional resources, archives
have to prioritize who gets access and who does not: Broadcasters calculate
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their archive budgets primarily or exclusively according to their own priorities
and requirements. Therefore, access for external users is an additional burden
that is not covered by the allocation of resources.

Nevertheless, the survey results give the distinct impression that non-com-
mercial users from outside are hardly ever welcome. Above all, in the view of
archivists who are already heavily burdened with obligations from the produc-
tion departments, the academic clientele appears like a milestone around their
neck. The study shows that scholars as well as archivists have to struggle with
structural impediments that characterize broadcasting organizations: They
may recognize and exercise cultural and educational responsibilities with their
programming, but not in terms of providing general access to their archives.

Aleida Assmann has pointed out that archives always define themselves
through “opening” and “closure”: In her analysis of different political archive
functions she came to the conclusion that under totalitarian regimes archives
serve as an instrument of domination and are hardly at all [??] accessible,
whereas in democratic societies the archival ideal is that the public should
have access to the widest possible knowledge. (cf. Assmann, 2011: 202-203).
A highly restrictive managed availability of archival material need not be,
however, a sole characteristic of totalitarian regimes. As is evidenced by the
practice of production archives in the media industry, not only political factors
play a role, but also economic and strategic factors.

The more an archive acts out of (corporate) political motives behind
closed doors, the less transparent are its collection decisions, the more un-
controllable is its management, and hence the criteria which archival assets
are preserved and which are dumped. The example of archives in general and
television archives in particular shows that the responsibility of the archive
comes with great power over a significant part of the cultural heritage. In his
essay “Archive Fever”, Jacques Derrida points out the constitutive importance
of archives for current democratic societies when it comes to questions of pow-
er and empowerment: “There is no political power without the control of the
archive, if not of memory. Effective democratization can always be measured
by this essential criterion: the participation in and the access to the archive, its
constitution, and its interpretation.” (Derrida, 1996: 4)

3. Implications of broadcasters’ archiving autonomy

Despite the pivotal role of television as a medium of social self-understand-
ing in modern democracies, there are justifiable objections to allowing general
access to television archives even for researchers, whether they are affiliated
stations, production companies or educational institutions:
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First, given the self-management of television heritage management, the
institutional self-conception of the respective institution is crucial: Broadcast-
ers’ archives are departments of independent organizations in most Europe-
an countries. This is because of their organizational-legal constitution and is
also applicable to public-service broadcasters. Therefore the broadcasters are
allowed to limit access ad libitum. So they are not necessarily under an ob-
ligation to grant external users access to their archives. It is therefore at the
discretion of the archive or corporate management to decide on the type and
extent of access.

Second, the orientation along the production requirements means that it is
not intended to serve any additional external needs. Commonly there is neither
enough staff nor enough space to meet external demands, resulting in a some-
what classic tension between a ‘democratic’ and an inward-looking approach
to meeting demands. This becomes more explosive because of the archival
autonomy of the broadcasters as ultimate repositories of their television herit-
age. The more comprehensive the collection approach and the more extensive
the collections, the more difficult become the collection management and ac-
cess options: So, production archives concentrate out of sheer necessity on the
demand from within concerning their own programme operation. The main
objective is to maintain a working production archive as best as possible. In
this context, external requests are almost inevitably regarded as a threat to the
regulated workflow.

A third objection concerns the preservation duty of the archivists whose
task is to ensure the integrity of their managed assets. Therefore, no self-ser-
vice is permitted to users in general. Without guidance and an understanding
of their organizational structures, archives are anyway unreadable for ordinary
people, including researchers who are not familiar with the specificities of ar-
chival operations. User requests can complicate the business of operating the
archive, especially when copies have to be made or tapes made available for
playback in a secure environment.

The fourth objection relates to the legal problems of the use of archive
material that is frequently accompanied by a variety of different legal restric-
tions and therefore may not be made available immediately. In this complex
problem area the handling of orphan works whose owners are unknown is
particularly problematic. Glenn Clatworthy from PBS complains that among
other things the archivist is confronted by a tricky situation that leads normal-
ly to a forced lockup of the recording in question: “One of the heart craving
things is when you can’t find an owner to a programme, because the producer
has disappeared or passed away or a company suddenly disappears. In those
cases there is nothing you can do to grant access to a programme.* (cited in
Kramp, 2011b: 244)



234 Leif Kramp

4. Legal insecurities

As a free-to-air medium, television programming appears superficially as com-
mon property that, once aired, can also be freely reused. In contrast, the rights
holders have an interest in claiming an equitable remuneration and the power
to decide who should have access to their works. Meanwhile, lawmaking has
taken into account the rapidity of media developments and has mostly adjusted
the copyright laws accordingly. New laws now establish greater clarity with
respect to new and formerly unknown types of use that involved high conflict
potential between the authors/creators and broadcasters/production companies
regarding the acquired rights. This, however, does not apply to old program-
ming where unknown types of use have not been a part of the respective con-
tracts. Researchers and teachers normally invoke a so-called ‘fair use’ argu-
ment, which has been adopted in legislation in several states. In the United
States, the fair use doctrine allows the use of copyrighted works for critique,
comment, reporting and teaching, science and research — as long as the works
are not used for any commercial purposes.?

However, the work may only be published in whatsoever form if no sub-
stantial parts of the original are affected. Also, the reuse must not impair its
potential commercialization (Wilson, 2005: 68). Therefore it is difficult to de-
termine clearly whether fair use is legally applicable or not. So, according to
the U.S. Copyright Office which in case of doubt advises that an agreement
should be reached between users and rights holders or that use of the work in
question should not be pursued, an independent assessment is generally neces-
sary (U.S. Copyright Office 2006).

As well-meaning as the widely adopted fair use principle is committed to
the idea of public service and however much the principle emphasizes the high
value of protected works for educational purposes: The actual application of
fair use is easily vulnerable. The scope of the regulation is unclear and it also
does not protect from conflicting views, not only in cases of creative reuse,
which frequently need to be settled in court. Ultimately, the confidence in the
validity of fair use is a risky business, and this results in non-profit organiza-
tions harbouring genuine doubts as to whether they can enforce their claims:

The costs of negotiating the legal rights for the creative reuse of content are astronomically
high. These costs mirror the costs with fair use: You either pay a lawyer to defend your fair
use rights or pay a lawyer to track down permissions so you don’t have to rely upon fair use
rights. Either way, the creative process is a process of paying lawyers — again a privilege,
or perhaps a curse, reserved for the few. (Lessig, 2004: 107)
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5. Four dimensions of access

Access to television heritage understood as cultural heritage of mediatized so-
cieties is therefore subject to numerous terms and conditions that cost time,
money and quite often nerves on both sides: The users’ and the archivists’.
This is also because there are various levels of access that come with various
issues. In a report from the late 1990s, the US Library of Congress stressed
four key areas regarding access to television heritage: description, consulta-
tion, reproduction, and use (Murphy, 1997: 139, see also Ubois, 2005).
Description: For researchers who want to gain an overview of the material
stored in television archives to design and measure their research efforts, there
are only in exceptional cases publicly accessible databases and overviews of
assets in the production archives of television companies. Following the prin-
ciple of self-management, the broadcasters place a significant number of limits
and constraints on search options. This already prevents the first condition for
the establishment of a reliable access to television history: Its searchability:
“[H]ow do you find the needle in the haystack? How do you determine who
has it?”, says Bruce DuMont, director of the Chicago Museum of Broadcast-
ing Communications. Since the interest of scholars is mostly topic-driven and
object-based and is not geared to production logics, the search for the right
archive may not only necessitate a lot of effort, but also be at high cost. Most
network archives do not grant access from the outside to their databases.
Consultation: As already noted, there is also generally no guaranteed ac-
cess to the broadcasters’ archives. This results in severely restricted inspection
options on site for external users. There are few exceptions, as the stations
have no obligation to provide the public with archive material. Among the
institutions surveyed, only a few archive managers declared that they could
provide desks for the inspection of recordings and documents by researchers,
but only during the holiday season or outside peak times such as at night or at
weekends. The viewing options are also limited by the lack of an interlibrary/
interarchive loan service as exists for print publications. For legal reasons the
vast majority of broadcasters are not willing to release material for private or
academic use, unless all rights are with the broadcaster. In most cases research-
ers have to travel to request an inspection of archival material on site.
Reproduction: Copies are usually made only for a fee, provided there are
no legal objections against it, which in turn often prohibit a copy being made.
Compensation claims are usually described as generally being too high and
disproportionate. Each corporate archive is free to decide on the use of the
archive and the amount of fee to be paid. The public archives in Germany for
example, have rules of use that regulate the type, scope and the fees for using
the archive and for the associated archival services. Commercial broadcasters
mainly decide on an individual basis. The cost of making copies is usually
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beyond the users’ expectations, but this is explained by the effort and use of
personnel on the part of the archive. However, the high charges are perceived
by many researchers as a deterrent, as Canadian archivist Sam Kula notes:

[TThe prices are outrageous: For particular footage they are charging people 2,000 to 3,000
dollars a minute. Obviously, if you have a high priced staff and a lot of responsibilities
so they have to hire additional staff in order to provide these kinds of services, then they
have to recreate those costs. But in a lot of cases they make the prices so high because they
don’t want that kind of business. They don’t want individuals or researchers to come into
the archive and bother them for 50 dollars here and 100 dollars there. They have to write a
contract with every sale, and it costs them 175 dollar simply to draft the contract, because
they have to give it to a lawyer and verify that they are allowed to sell the program and clear
the rights. That’s what they say. (cited in Kramp, 2011b: 247)

Extensive research projects appear to be virtually impossible under these con-
ditions. The lack of inspection options on site and the often unaffordable fees
for consulting, research and duplication are detrimental to wide and deep scale
studies using historical television material.

Use: Also lecturing, teaching and other types of educational work are
adversely affected by the limitations on the scope of scientific use requests:
Screening permits are fundamentally linked to remuneration which mostly ex-
ceeds the financial ability of teachers and educational institutions if not cov-
ered by flat-rate schemes, e.g. allowing the screening of short clips at univer-
sities. Also, the required foreign rights clarification is not usually supported by
the archival institution. Hence, independent research proves to be extremely
difficult and can hardly be managed by conventional users or institutions with-
out the necessary knowledge, contacts and resources.

6. Workaround models: The state, the market and the self

Still, there are several workaround models with which researchers can find a
way to pave their way to the desired sources. Alternative routes bypass corpo-
rate archives and overcome the inherent problems of overwork, legal conflicts
and costs. Scholars already do have — in some countries such as the United
States — exclusive access rights to some archival institutions like the Library
of Congress where users have to prove that they are applying within the scope
of a research project and aim to publish their research. By contrast, scholars
cannot rely on the comprehensiveness of such collections as — in many coun-
tries — public institutions are normally not the central and ultimate places of
collection with the right to receive or grasp actively everything that is pro-
duced, aired or streamed. In some countries, cultural institutions and repre-
sentatives of academia have urged for long that legal deposit legislation should
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be extended to audio-visual media. In the UK for example, the Working Party
supported the position of the British Film Institute (BFI) that stressed to treat
broadcasting equally compared to other parts of the cultural heritage:

In the opinion of the BFI, the national published archive should as a matter of principle
include broadcast material. In its view, there is no logic in the exclusion of television pro-
duction from a legal deposit system; its omission both contradicts the aim of comprehen-
siveness and threatens a huge and anomalous gap in the maintenance of an audio-visual
national archive. Some might argue that television output has become the most vital and
important part of our moving image heritage in terms of contemporary culture and historical
record-keeping. (Working Party, 1998)

In the UK, the BFI itself started to collect television programming besides
films with its National Archive in Berkhamsted, mostly relying on recording
donations (BFI, 2014). There are several countries that have grasped at the op-
portunity to urge political solutions: Countries like France, Finland or Sweden
enforced a legal deposit regulation that also covers broadcasting and ensures
centralized preservation, as well as access for academic research (see examples
in table 1). In these countries, national archival or library institutions take the
lead to protect the television heritage in the “public interest”, to collect “com-

LR I3

plete record of works”, “aid research & documentation”, “conserve our na-
tional heritage”, “make works available for future generations” or to compile
a “national collection” (mission statements collected by Besser/van Malssen,

2010: 3).

Legal deposit regulation embracing television since year

Denmark Television broadcasts are deposited in the National Media Archive | 1997

Finland Television broadcasts are deposited in the National Audiovisual | 2008
Archive
France Television broadcasts are deposited in the Institut National de | 1995

I’ Audiovisuel (INA)
Hungary Television broadcasts are deposited in the National Audiovisual | 2006

Archive
Norway Television broadcasts are deposited in the National Library Rana 1990
Sweden Television broadcasts are deposited in the Audiovisual Department | 1979

of the National Library of Sweden (formerly in the National Ar-
chive of Recorded Sound and Moving Images)

USA Television broadcasts are deposited voluntarily in the Library of | 1949 /
Congress for copyright protection. The LC is allowed to make re- | 1976 (Act)
cordings autonomously based on the American Television and Ra-
dio Archives Act.

Tab. 1: Legal deposit regulation regarding broadcasting material in selected
countries (own survey)
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Regarding the diverse state regulations for a legal deposit of broadcast
material, scientific institutions such as university archives or media centres
and non-profit archives are a viable alternative to the archival structures of
the broadcasting industry. Such organizations try to address — “as broad as
we can”, as Dan Einstein from the UCLA Film and Television Archive puts it
(cited in Kramp, 2011b: 248) — the demand of researchers and teachers for TV
recordings, documents and diverse ephemera. UCLA offers e.g. a travel grant
for researchers to be able to travel to Los Angeles and work on site. Anoth-
er example of the Vanderbilt Television News Archive (VINA) in Nashville,
Tennessee, shows how strongly the supply of copies of archived TV news is
consulted by researchers all over the world for relatively affordable fees. The
VTNA has grown to an internationally frequented focal point for research-
ers wishing to analyse US television news. Ultimately, the university archive
preceded a “boom in television archives* (Hilderbrand, 2009: 151) involving a
continual process of institutionalization of cultural heritage organizations and
departments collecting the audio-visual and especially television heritage in
the United States. This development was stimulated by a relaxation of copy-
right law for non-profit educational institutions.

In Europe, a great emphasis is put on jointly coordinated digitization in-
itiatives: Since the early 2000s the European Union has funded projects that
aim to develop an online archive portal that contains historical recordings
from the great diversity of European television programming. The projects
“BIRTH of TV” (2003-2005) and “Video Active” (2006-2009) were succeed-
ed by “EUscreen” (2009-2012) and “EUscreenXL” (2013-2016) represent big
steps toward a unified online platform that makes excerpts from the television
programme history of several European countries available and is operated
by a consortium of audio-visual archives. The reported aim of the broader
initiative is that of improving access to television programming heritage for
educational purposes and private use as well as for cultural heritage manage-
ment. The focus is on certain topics which trace the social changes during the
20th and at the beginning of the 21st century. The partners of the consortium
come from a variety of European countries, including bigger ones like the UK,
France or Germany and smaller ones like Belgium, Slovenia or Switzerland.
Only a small number of broadcasters are involved, e.g. from Germany only the
“Deutsche Welle”, from Denmark only “Danmarks Radio”, and from Poland
only “Telewizja Polska”.

Many university departments who study electronic media have set up col-
lections themselves. Those collections are usually built by recording television
programming off air: news, TV shows, films and other sorts and formats of
programming. These media centres work under constant suspicion of illegality.
The collections have been built up within the context of research projects bit by
bit for long periods. However it is not as unproblematic and uncomplicated is
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it seems to easily get access to the collections in the framework of research co-
operation and without much cost. Those collections are mostly not searchable
via online catalogues (as regular library collections), because of legal quibbles
and objections and because the number of users is usually limited to members
of the university or even members of a particular department or institute. Here,
copyright restrictions are relevant: Television recordings are normally allowed
for private purposes, whilst disclosure to third parties requires the consent of
the copyright holder. As rights are seldom cleared in such an institutional con-
text, resources are rare, and the required knowledge not always existent, the
media centres operate in a legal grey area. This results in an uncertainty that
tends to lead to restrictive regulations or even cases in which a university or-
ders the destruction of whole collections because of lacking rights (cf. Kramp/
Classen, 2010). Such cases show the latent fear of prosecution and delicate
claims that prevail in this area.

Another pathway into television history — at least since the advent of the
home video market — is via the commercial offerings of production companies
and broadcasters. The success of marketing television productions as video
rentals or sales was already apparent in the early 1990s and is now one of the
essential means of re-financing programmes. In particular, old TV series, TV
movies and shows as well as documentaries from the archives achieve remark-
able sales. Reissued DVD or online releases are now part of the fastest growing
market segment of the home video industry (cf. Blowen, 1989; Hernandez,
2003; Snider, 2004). The reduction in the costs of production and materials
as well as new effective marketing and sales strategies via the Internet ensure
that even small editions of a product prove not only cost-effective but also
promise lucrative profits. According to Chris Anderson’s ‘Long Tail’-theory,
the resulting diversity of releases can be explained with the economical insight
that even niche products can be marketed profitably if a sufficient choice is
available and easy to find for the customers (cf. Anderson, 2006: 53). The mar-
keted programming often includes special features and bonus material such as
extra footage and contextualising documents which are of special interest for
researchers. These can be seen as “archival features” (Rombes, 2004: 347),
whereas the contents are compiled under marketing imperatives. So research-
ers find themselves subordinated or at least affected by market forces that may
pose unforeseen problems. The trade label ‘out of print’ or ‘out of stock’ is
in this regard synonymous with the forgetfulness of the market: What cannot
be purchased (anymore) inevitably has no place in the public consciousness
because it is not available as a source of memory. This has already led to a
market-oriented research agenda, as media scholar Henry Jenkins points out:

Whenever you discover an old show that goes into syndication or appears on a cable channel
the television historians are drawn to write about it because it’s the first time they have access
to large numbers of episodes. We see the same thing when television shows appear on DVD:
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They shape the scholarship because of the access to a broader range of material [...]. And that
can be disturbing because the selection is governed by market conditions and not necessarily
by the priorities a historian would have. Yet, once the scholarship is in place, it then deter-
mines what is taught and what gets remembered from different historical periods. It reinforc-
es a particular preconception of what television was at a particular time and place. And it is
very difficult to break out of that model by doing original archiving research, because most
of the stuff you might want to look at might not be available. (cited in Kramp, 2011b: 257)

Jenkins’ criticism relates to an important aspect of the access issue, since re-
searchers and teachers could decide to select only readily available material.
William Uricchio argued how devastating such a view on the (television) his-
tory can be:

[A] plethora of readily available evidence entails a similar but related problem concerning
the researcher’s historiographic assumptions. A fixation with readily available ‘facts’ can ob-
scure the complexities and contradictions which help to construct a historical moment, privi-
leging ‘dead certainties” over the ambiguities of competing discourses (Uricchio, 1995: 260)

Despite the proliferation of niche markets, a narrow insight into the history of
television (and therefore the history of mediatized society and culture) could
be encouraged by this development — with the exclusion of the original broad-
casting context. These are problematic aspects that do not weaken the impor-
tance of the market-based access model as a supplementary alternative for
researchers, but show the risks when pursued exclusively. As Howard Besser
from the New York University argues:

I would make the argument against the free market economists. Because I would say that
there is a market for those things today but there may not be a market ten or twenty years
from now. There will be a ‘market failure’ in the future, but by then it will be too late. So
the role of a cultural institution is to maintain cultural memory for a very long time. And
markets usually adjust on a ten year basis, not on a hundred year basis. (cited in Kramp,
2011b: 257)

The vitalized market for commodified television programming could have the
effect that researchers preferably use readily available sources instead of both-
ering to travel to professional archival institutions, as Mark Quigley from the
UCLA Film and Television Archive puts it:

The problem right now is that people really want the information at their fingertips on the
Internet. Having to come to a facility physically is a barrier. The proliferation of something
like YouTube shows that people are posting many things that were hard to find or see before
with regards to copyright. That’s the way the young generation likes to do research. (cited
in Kramp, 2011b: 303)
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Museum and library collection initiatives draw on the limits of the collection
efforts of individual viewers and scientific self-supply: The demand unfulfilled
by the market can to a limited extent be satisfied by measures on the part of
publicly accessible institutions that have set themselves the goal of gaining
access to the media heritage for the general public. This can be done with
alternating themes and with a focus on specific contents, as in the Library of
the Federal Agency for Civic Education in Germany whose main task is — with
its range of audio-visual productions — to act as a federal public administration
point for political education and training in schools, universities and profes-
sional domains and to edit and curate the broad range of available material.
Also, this can be done in a wider, less thematically fixed extent as offered e.g.
by the Paley Center for Media in New York. These institutions have negotiated
agreements with the broadcasters and production companies to make available
their in-house collections and in part through the web and special audio-visual
publications. Normally, also non-profit making institutions face the challenge
of high licence fees and the considerable effort in the independent rights clear-
ance. Table 2 summarizes the four dimensions of access to the television her-
itage residing at different places and in various collection contexts, taking into
account the respective conditions and perspectives.

Discovery

Inspection

Reproduction

Use

Television broad-
cast  networks’
archives,  both
public and com-
mercial

Networks do not
typically  refer-
ence footage oth-
er than their own.
Research services
for private and
academic use are
usually not pro-
vided.

Varies widely by
network, heavily
restrictive,  but
there is a trend
toward  online
viewing.

Networks usually
provide  repro-
ductions of news
where all rights
are with the
broadcaster, but
don’t always own
and thus can’t
reproduce enter-
tainment footage.

Networks  sell
usage rights to
their news, but do
not always own
(and thus cannot
clear) entertain-
ment  footage.
Third-party rights
cannot be negoti-
ated.

Commercial pro-
viders and moni-
toring companies

Commercial sourc-
es are useful for
advertisements and
some news; less
useful for entertain-
ment footage that is
not for sale.

Higher costs, but
generally fast
response  times.
Viewing only after
fee required order-
ing.

Reproductions are
available for pur-
chase.

Commercial pro-
viders can handle
rights clearances.




242 Leif Kramp
Discovery Inspection Reproduction Use

University me- | Only a few uni- | May require | Concerns about | University librar-

dia libraries versity libraries | travel or in ex- | potential liability | ies may provide
have substantial | ceptional cases | cause university | limited assistance
video collections. | ordering of vid- | libraries usually | in  exceptional
Often  heavily | eotapes by mail | to restrict access | cases.

fragmentary. Re-
search in collec-
tions only on site.

(news program-
ming). Access on
site mostly re-
stricted to univer-
sity members or
visiting fellows.

to and copying
of video footage,
though news
footage can be
loaned.

Public  institu-
tions: special
collections,  li-
braries, and mu-
seums

Access to vid-
eo broadcast on
multiple net-
works, but may
have less com-
prehensive hold-
ings than broad-
cast networks.
Collections are
easy to discover.

Does require
travel. Unrestrict-
ed access.

These organisa-
tions must care-
fully abide by
the restrictions
placed on them
by owners. Usu-
ally no repro-
duction of archi-
val holdings.

These organisa-
tions may pro-
vide limited as-
sistance.

Fan clubs / pri-
vate collections

Coverage is spot-
ty, difficult to
locate and to re-
search.

Inconsistent.  De-
pending on will-
ingness of the col-
lector:

Reproductions are
easy and conven-
ient but legally
generally  prob-
lematic.

Rights clearances
by these groups/
collectors unlike-

ly.

Table 2: Dimensions of access to the television heritage. Source: Ubois,
2005; Kramp, 2011b: 261.

So in most cases, neither university nor public archives and collections
nor the market itself can serve the demands of researchers comprehensively.
For the foreseeable future, researchers and educators who want to use televi-
sion sources depend primarily on the archives of the producers and broadcast-
ers. Potential users are confronted with a rather daunting archive landscape
— not only because of the duality of public and private broadcasters in many
countries, but also because of the growing quantitative complexity of media

producers.
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7. An interdisciplinary agenda for paving the way into the
archives

The multifarious and unpredictable problems in gaining access to the televi-
sion heritage trigger great hopes for an improvement that are connected with
the proceeding digitization in media heritage management. The variety of
audio-visual material that is to be found online is already so beguiling that
one could already have the impression of a cornucopian Web inventory of the
media heritage: ‘Have you noticed that kids — and many adults, too — think
every article ever written and every song ever sung is on the Internet? It will
not be long now before young people will grow up assuming that every TV
program ever made is online, too. That’s what they will expect’ (Rubin, 2007).
The assumption of broad availability is clearly illusory since large parts of the
archival holdings have not yet been digitised. As Chuck Howell, curator at the
Library of American Broadcasting, notes, the Internet only seems to be filled
with immense archival resources. However, research into TV’s past on the web
could only be a cursory search. With the legal barriers and related restrictions,
no scholar could get past the traditional way of research, i.e. to visit an archive
personally and incorporate him/herself locally in the material stored there (see
Howell, 2006, p. 305).

Such an extension of access via the Internet also bothers the corporate ar-
chivists, but they are largely excluded from the online strategies of the general
administrations and in most cases only considered as supplier of material. Mar-
ketwise, broadcasters have successfully responded to the virtual archive move-
ment of users and have established potent distribution models for Web TV
and Video on Demand. However, filmmaker and archivist Rick Prelinger sees
the recent development as a reinvigoration of the corporate taxonomy of the
entertainment industry which would be geared to provide — despite the highly
developed number of commercial video platforms on the Internet — almost ex-
clusively latest and popular programming for a limited time online (Prelinger,
2007: 116). This does not constitute a more profound archive access of course.

Nonetheless, digitization makes a substantial difference because it affects
corporate strategies: The more archived programming becomes digitized and
can be marketed without substantial additional cost, the more attractive the
provision of access appears according to the principle of the ‘Long Tail’-theo-
ry. The success of home video and DVD can be seen only as the beginning of a
sustainable opening of the archives via digital channels of access: In the digital
media environment with its effective search and distribution instruments an
expansion of access to archival assets increases also the demand of access,
which in turn results in an additional broadening access to meet increased de-
mand (cf. Anderson, 2006: 52-53). The market-based principle of supply and
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demand thus also tends to support access to what was once locked-up televi-
sion content because revenue makes it worthwhile to make the effort to clear
rights and market former archival leftovers (cf. Kramp, 2012).

According to Mike Mashon from the US Library of Congress, this has
also contributed to the relatively little research that has been done on historical
television themes in comparison to other areas of media heritage (cf. Kramp,
2011b: 249). To promote the richness of television as a source for research
in various disciplines, scholars from Germany — together with archivists and
colleagues from a number of European countries (i.a. Austria, Luxembourg,
the Netherlands and Switzerland) — created an initiative for the safeguarding
of the audio-visual media heritage. Starting from a workshop, which served
primarily to consolidate a common state of the controversial debate among
broadcasting representatives and scholars mainly from historical disciplines
and communication and media studies, the initiative has developed strategies
to improve the situation for researchers and educators on various levels (cf.
Classen/GrofSmann/Kramp, 2012; Kramp, 2013):

= To raise awareness among scholars that audio-visual sources, especially
from broadcasting, are indispensable components not only for any histor-
ical-critical analysis of the media, but also for a comprehensive study of
mediatized societies and cultures.

=  To improve und facilitate the usability of the production archives and the
collections in university media centres, e.g. through joint projects for net-
work-based clearing houses or union online public access catalogues to
make the holdings, including legal constraints, visible and approachable.

= To champion the evaluation and development of remote access possi-
bilities with regard to digital collections for research, educational and
non-profit cultural purposes.

=  To canvass corporate players to acknowledge and sponsor the research
and educational demand of audio-visual archival sources to improve their
availability.

= To draw attention on the political level to the fact that national standards
and legislation are needed in order to overcome the inconsistent archiving
practice that is first and foremost geared to short-term (economic) criteria
in the media industry, including reliable access and use options for re-
search and education as well as non-commercial cultural purposes.
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Discovery Viewing Reproduction Use

Strategies of the | Expansion of net- | Creation of re- | Willingness  to | Improving legal
Initiative ~ “Au- | work-based (over- | mote access pos- | compromise be- | certainty in the
dio-visual Herit- | arching) clearing | sibilities to digital | tween the TV | use for research,

”

age” to improve | houses for archi- | collections  for | business, science | education and

access val databases. educational ~ or | and cultural in- | non-profit cultur-
non-profit  pur- | stitutions to im- | al work.
poses. prove the availa-
bility of archived
television.

Table 3: Recommendations for archival institutions (corporate and non-profit)

A promising model of constructive cooperation between the television
industry and academia was outlined by the Austrian public broadcaster ORF:
Together with the University of Vienna the network opened an archival ‘field
office’ on the university’s premises to enable researchers, including Bache-
lor and Master students, to find, watch and analyse archived recordings and
documents from as early as 1955. This partnership might also be adoptable in
other countries where access to the broadcasting heritage is assessed as insuf-
ficient. At least this example shows that there are realizable approaches to link
with each other the legitimate concerns of scholarship on the one hand and
the broadcasters on the other. In any case, scholars are challenged to articulate
their demands and research interests confidently and jointly, keeping in mind
the institutional determinants and resource restraints under which archivists
operate.

Notes

1 Even in times of digital media change and the rapid rise of the Internet as a “meta-medium”
(Agre, 1998), television holds its ground as the most used mass media in most parts of the
world (cf. Bielby/Harrington, 2008; Truner/Tay, 2009; Kramp, 2011a).

2 Quotations in languages other than English have been translated by the author.

3 See Copyright Law of the United States of America and Related Laws Contained in Title 17 of
the United States Code, Section 107.
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Framing China: Comparative Media Analyses of how the Euro-
pean and U.S. Press Represent China over Time (1990-2010)

Zhan Zhang
zhanzhangzz@gmail.com

This study will investigate how European and American newspapers repre-
sented China in the years 1990-2010. These two decades were marked by
dramatic changes in China following the economic reforms which favoured
the free-market and embraced the capitalist road that led to a consolidation of
China’s power worldwide. This study uses 1990 as a starting point because the
Tiananmen incident in 1989 caused significant damage to China’s image in the
Western media—damage that effected the perception of China for a long time
afterwards. This led to the 1990s period during which the Chinese government
gave increasing attention to global dialogue and to the importance of the in-
ternational exchange of information. From here the Chinese government con-
sciously and strategically sought to change negative images of China through
the development of the concerted public diplomacy and “soft power” strategies
of the 2000s. An across time study viewing these twenty years will permit us
to better understand how the image of China’s new economic power and incre-
asingly assertive position in regional and international affairs was represented
in the Western media, as well as how China was framed within the context of
world political perception during these two decades. This study has been de-
signed to include content analysis regarding the amount of news, news frames
and news favourability of four leading national quality newspapers in Euro-
pe and U.S.A: The Times (U.K.), Le Figaro (France), SiiddeutscheZeitung
(Germany), and The New York Times (U.S.A). The author will use a stratified
2-designed week for the sampling of “generic frame “analysis (one in each
two years), then the samples will be divided into four phrases (five years as
one category) followed up with case studies on the “issue-specific frames”(the
issue that received the same interest from the four newspapers). Similarities
and difference among the four newspapers will be considered as to how they
shed light on the different national (political, economic, diplomatic) interests
between that country and China across time. Meanwhile, the way the three
European newspapers were influenced by the diplomatic relationship between
the US and China will also be considered. As well as the content analysis, field
studies of in-depth interviews with foreign correspondents (of selected press)
located in China are combined to provide a whole picture of the complex in-
terplay of international news productions and the ways in which the image of
China is reinforced by different media arguments.
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A Malleable Frame of Mind? — Framing Contests and the Public
Sphere in Student Protests

Wenyao Zhao
zhao@em-lyon.com

Our extant knowledge of strategic framing in social movement is largely gai-
ned through activist’s discursive undertakings against opponents in promoting
their frames onto the central stage, yet the anti-movement strategic counter-
framing is often trivialised, especially by the authorities, and how the public
sphere both enables and constrains the framing contests. To redress the ten-
dency, this research, bolstered by a unique setting, Québec, Canada’s Fran-
cophone province, profoundly marked by a history of struggle and resistance,
investigates the way the alignment- or differentiation-oriented frames of con-
tending camps in conflict emerge and evolve in the 2012 Québec student mo-
vement against tuition fee rises. The mediatised public sphere is brought back
as the context for the social construction of both activist’s frames and “official”
counter-frames during the multi-party framing contest, through an analysis of
English and French mainstream media and social media. The co-existence and
constant shifts of frames are found to result from both the strategic calculation
for a development of the student movement and from the resonance or disso-
nance previous strategies achieved. This paper is organised as follows. After
the introduction, I first develop the theoretical foundations in the form of a
critical literature review. The methods section presents the study site and the
necessity of using media data for this research. The paper then plots the key
events for both the government and student activists, and outlines the lands-
cape of the public sphere in which contender’s defensive and offensive work
was launched. The discussion section focuses on the dimensions of strategic
framing by the authorities and activists, as well as the shifts and co-existence
of their frames. Based on the findings, this research formulates an analytical
framework for framing contests in the public sphere before it concludes with
the theoretical and empirical contributions and some directions for further stu-
dies.
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I define my network, my network defines me: Teenager‘s Identity
Expression through Different Social Networks

Elisabetta Zurovac
elisabetta.zurovac(@gmail.com

The networks chosen by an individual somehow represent who they are (or
who they would like to be), and by analysing them we can define values that
describe role and position of this node in a network. Each node could be defi-
ned in terms of influence, centrality, and other metrics which are important in
order to analyse even the nature of the relationships in the network between the
nodes. Obviously, this is true for both the on-line and off-line world. An inte-
resting case of individuals and social networking site users, involves teenagers
(or even pre-teenagers). They devote their attention to the presentation of self
and they build up relationships in order to increase their self-consciousness.
The explosion in social networking sites (such as Facebook, Friendster, Twit-
ter, Tumblr and so on) is widely regarded as an exciting opportunity for youth.
Profiles have become a common mechanism for presenting one’s identity on-
line and creating content and networking online became a way of managing
one’s identity, lifestyle and social relations. The aim of the project is to analyse
the kind of relationships teenagers build in different contexts and how they are
defined by them. It will be done by comparing all their identities and networks,
both on-line and off-line, preferably by working with a high school class of
students in their first year. In this way it will be possible to obtain a multi-level
analysis of a group of people which has been put together without any choice,
but have somehow to relate and start networking. It will show how relation-
ships begin to form both in the class, and off-line in all their SNS accounts, and
which differences may be noticed in each student’s identity depending on their
social network. Another important step of the work is the individual interviews
with the students in order to obtain their description of the relationships they
arrange in the class (at several points in the year), a qualitative definition both
for ties and nodes present in their class network. It will therefore be possible
to link each social network analysis metric to a statement or a quality, which
should be very useful in better understanding how identities are proposed and
perceived and the meaning of the different kinds of interaction.
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