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Mapuja-CabuHa

[para
AnekcaHgpy

NpomeHuTe u npeausBuumuTe
BO POAOBUTE CTEPEOTMNY

BO POMaHCKUTE TeNIeBM3UCKM
WOy Nporpamu NOBpP3aHU

CO MOMEHTOT Ha
npucranyBawe KoH EY

Kako elHa 071 KOMIIOHEHTHUTE HA jJaBHHUOT KUBOT KOU
Haj’KeJIHO TO OTC/IMKaa W Hajop30 OATroBOpHja Ha Ia-
JIOT Ha KOMYHHU3MOT, IOYHYBajKu O] 1989 roamwHa,
TeJleBU3MjaTa BO PomMaHMja co HeBepojaTHA Op3WHA TH
IIPOMEHHU CBOUTE IOTJIEAN U IpUcTamu. Taa ce moBeke ce
puOJIMIKyBallle KOH KOHBEHITUUTE HA IJIO0AJTHUTE Me-
JILyMU, 0 CTEIEH IITO Cera caMoO MaJIKy IIOTCEeTyBa Ha
KOMYHUCTUUYKATA TeJIEBU3Hja, UIEOJIOTH3UPaHa /10 BH-
COK CTeIlEeH 1 OTPaHUYeHa CO PacIope/] o KOHTPOoJIa Ha
np>kaBata. Mako Tpeba Jja ce HampaBU pasjInKa ImoMery
TeJIeBHU3HjaTa BO 1990-TUTE — KOja BO ToJieMa MepKa ja
IIpeCcIMKyBallle OIIITaTa CcOCTOj0a Ha OIINTEeCTBEHA U
MTOJTUTUYKA 30YHETOCT KOjaIlITO Ha TOJIEMO JIOMHUHUPAIIIEe
CO JIpJKaBaTa - U pOMaHcKaTa TeJIeBU3Hja 10 2000 To/iu-
Ha, KOTa IIPEroBOPHUTeE 3a MpHCTaIyBamke KOH EY ce uH-
TEH3WBHpAaa U BO 3eMjara ce IpaBea HAIIOPH 34 CIIPABY-
Bambe co baparmara Ha EY, Moxke 71a ce TBpAu fieka mporie-
COT Ha I103ajMyBabe eJIEeMEHTH OJ1 TJIO0THUTE METIYMHU
BO POMAaHCKaTa TeJIeBHU3Hja TOYHA BO PAHUTE 1990-TH.

Bunejku TesleBU3UMjaTa JOKaXKaHO Oellle TJIABHUOT WH-
CTPYMEHT KOjIIITO TO OpKeCTpHUpallle 1 MaYHUOT ,,TPaH-
BUIUCKU" TIPOIIEC U IPOIIECOT HA MPUCTAIyBarbe KOH
EY, u Gellte — vIu TBp/EIIE IeKa € — BO TECHA BPCKa CO
mybJinkaTa, GYHKIIMOHHUPAjKH KaKo TJIaBeH O0JIMKyBau
Ha MUCJIEIHETO, jac Ke ja aHaIu3upaM Kako IJIaBHA JI0-
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Romanian TV Shows around
the Moment of EU Accession

One of the components of public life that have most
eagerly reflected and rapidly responded to the fall of
communism, television in Romania has changed its
looks and approaches at an amazing speed since 1989.
It has been getting closer and closer to the conventions
of the global media, to the point where it now bears little
semblance to the heavily ideologised, state-controlled,
timetable-restricted communist television. Whilst a
distinction needs to be drawn between television in
the 1990s — which heavily reflected the general state of
social and political confusion that dominated the country
at large — and Romanian television after 2000, when
negotiations for EU accession had gained momentum
and efforts were made in the country to cope with
EU requirements, it can be argued that the process of
borrowing elements of the global media into Romanian
television started in the early 1990s.

As television was arguably the major instrument that
orchestrated both the tedious “transition” process and
the process of EU accession, being — or claiming to be
— in tight connection with the audience and functioning
as a major opinion shaper, I will analyze it as a main
point of contact between a so-called “public space”
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IIMpHA TOYKA IToMel'y TaKaHApEeYeHHNOoT ,jaBeH IIPOCTOpP®,
JloCTaIleH CeKoMy, 3a KOj ce cMeTallle JieKa /10 ofpe/ieH
CTEIleH ja TMpeTCcTaByBa jaBHATa CJIMKA 3a 3eMjaTa. Bo
HMHTepec Ha KOHKPETHOCTA, jac 0/10paB /ia pasryeayBaM
eZleH ollpejieJieH TeJeBU3UCKU KaHP KOJUITO € CIelu-
jaJu3upaH TOKMY BO BOCIOCTaBYBamb€ JIONMMPHU TOYKU
nomery japHaTa cdepa, KOjallTo ja IpPeTCTaByBa cIuKaTa
3a 3eMjaTa ¥ IPUBATHUOT YHUBEP3YM Ha CEKOjHEBHUOT
’)KMBOT Ha IyOJIMKaTa: TeJIeBU3UCKUTE IOy IPOTPaMHu.
Bo oBue pamky, jac ke pasryielyBaM KaKo IIPETCTaBUTE
Ha JKEHCKOCTa IO HAaoraaT CBOETO MECTO BO TEJIEBU3U-
CKHUTe 110y eMHCUU U KAaKO Ce pe3ysTaT Ha IPeroBOpu
nomery TpaIuIMOHATHUTE JIOKAJIHU IIPETCTABU U TPEH-
JIOBUTe II03aJMEHM O/ 3alla/IHUTEe TeJIeBU3UU BO UMe
Ha TOA IIITO Ce OIEHUJIO KAKO IMOTPEOHO MITUMYBambe BO
COIVIACHOCT CO TJIODAJIHOTO MMAarvHApHO KOemITo berne
IpUJIPY’)KHUK Ha IPOMEHUTe IIpaBeHU BO IIpaBel] Ha
npucramyBameTo KOH EY. BpemeHnckaTra pamka Ha Koja
ce 3aJip>KyBaMe ce IJIaBHO TOIMHUTE KOU HeIOoCpesHO
My IIpETX07lea Ha MOMEHOT Ha IIpHUcTaIyBame KoH EY (1
jaHyapu 2007 TOZMHA), KOJallITO Cemak Ke Oujie TOJIKY-
BaHAa BO CBeTJIMHATA Ha JI0JITUTe HACTaHU 10 1989 roiu-
Ha U CIIeKTaKyJIapDHUTe IIPOMEHU KOU THe TU JJOHECOa BO
OJTHOC Ha TOAMHUTE HA KOMYHU3MOT. Jac ke ce OTIpam
Ha MeJIMyMCKHUTe CTYyJUM U Ha KyJITypHaTa aHaJIN3a BO
ob6uzoT fa pacmpaBaM 3a e(eKTOT Ha TeJIeBU3UCKHOT
IIpOCTOpP Bp3 pedIeKTUBHUOT IPUBATEH IPOCTOP HA
myOJIMKaTa U AUjaJoroT IoMery HUB BO (pOpPMUPAHETO
Ha HOBA jaBHA cepa KojalITo I' cje iy OUeKyBamaTa 3a
IpUCTamyBame KOH EY.

Bo pasryenyBamero Ha ¢GOPMATOT HA TEJIEBU3UCKUTE
III0y EMUCHH KaKo 00JIacT Ha MOJIUTHYKA fiebaTa moMery
jaBHOTO W TNPUBATHOTO, MOpa Jia Ce€ IOCTaBU Ba’KHO
MHOXKECTBO Ipamama. Ha Koj HauuH TeyieBU3HjaTa IO
IIPEIN3BUKYBA CTEPEOTUITHOTO Pa3MHUCIIyBabe — UCTAK-
HAaTa KapaKTepUCTHKA Ha MaTpPHjapXaJIHUTE OIIITECTBA
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accessible to everyone and considered to a certain extent
representative of the public image of a country. For the
sake of specificity, I have chosen to look at one particular
TV genre that specialises precisely in establishing points
of contact between the public sphere that represents a
country’simage and the private universe of the audience’s
everyday life: TV-shows. Within this framework, I shall
look at how representations of femininity find a place
in TV-shows and how they are negotiated between
traditional local representations and trends borrowed
from western televisions for the sake of what has been
felt as a necessary tuning to a global imaginary that
has accompanied the changes made in the light of EU
accession. The time frame considered is mainly the years
immediately preceding the moment of EU accession
(January 1%, 2007), which, however, will be interpreted
in the light of the longer post-1989 developments and
the spectacular changes they brought in contrast to the
communistyears. [shallrelyon mediastudies and cultural
analysis in an attempt to discuss the impact of television
space on the reflective private space of the audience and
the dialogue between the two in the formation of a new
public sphere tuned to the expectations of EU accession.

In considering the TV-show format as an area of political
debate between the public and the private, an important
set of questions must be raised. How does television
challenge stereotypical thinking — a strong characteristic
of patriarchal societies such as the Romanian one
— and in what direction? Does it reinforce already
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KaKBO IIITO € ¥ POMaHCKOTO - ¥ BO KOj IIpaBel] 0 BOJU?
Jlayu ru 3aniBPCTYBa Beke IMMOCTOJHUTE CTEPEOTHUITH 3apa-
M 3ajaKkHyBame€ Ha IIpeTIIoCTaBeHaTa ,HallMOHAJTHA
crenuUIHOCT, WIN IaK T Jlectabuwiusupa? Bo pam-
KUTe Ha KOMILJIEKCHOTO MHOKECTBO CTEPEOTHUITH KOUIIITO
00MYHO BJIETyBaaT BO JIeUHHUIIUUTE 32 HAITUOHATTHUTE
HJIEHTUTETH, 0COOEHO BO BpEMHIba HA HHTETPUPAEhEe KOH
[OroJIeMU MOJIMTUYKU Tejia Kako EY, kakBa jia e coc-
TOjOaTa CO POJIOBUTE CTEPEOTHIIN, aKO Ce€ UMa IPEABH]L
(daxToT JeKa MoKe J1a ce OYeKyBa THeE Ja Ce paHTupaarT
IMOBHICOKO BO OINIIITECTBO, PUTHAHO BO OJIHOC HA TPaJHU-
IMOHATHOTO MaTPHjapXaJTHO Pa3MHUCIyBabe KaKBO IIITO
€ POMaHCKOTO?

MNojnoBHM npeTnocTaBKu:
MopmaToT Ha TeNEeBU3UCKUTE LIOY eMUCUU
Ha POMaHCKaTa TeneBm3uja

Bo nocnennuTe /Be rolUHU KOU My IIpeTXo/iea Ha Ia-
JIOT Ha KOMyHU3MOT Bo Pomanuja oz 1989 roauHa, Ha-
I[MOHAJTHATa POMaHCKa TeJIeBU3Hja ce COCTOEIIIE O] €/leH
KaHaJI KOjIIITO EMHUTYBAIIlE ITPOrpaMa CeKoj JIeH o1 8 1 10
HaBeyep, CO HEeKOj eKCcTpa Yac 3a BpeMe Ha BUKEH/IUTe.
IIporpamure Gea orpaHuueHH Ha (GUIMOBU KOUIITO
Oea KECTOKO IIeH3YPUPAHU U YU HACJIOBH Oea CypoBO
MEeHYBaHHU CO IIeJ1 J1a ce u30erHar 3aKOHUTe 32 3alITUTA
Ha aBTOPCKM IIpaBa, U HAa HOBU IpOrpaMH Hallpase-
HU CaMoO CO IieJI JIa ce O7/1aBa IoYecT Ha PEXUMOT Ha
Yaymecky. [Iporpamure co pa3roBopu cO IybJMKaTa
MPAKTUYHO U HE IOCTOEja U HEMAIIlE TIPOCTOP 3a Auja-
JIOT O/ KaKOB OMJIO BUJ TOMETY MEIUYMHTE U IIyOIUKa-
ta. MMale TakaHapedyeHH ,3a0aBHH IOy €MUCHUH 34
BpeMe Ha BUKEH/IUTe KoM Uin 6ea XyMOPUCTUYHU GOP-
MU Ha Oerame o] peaTHOCTa UJIU MPOOU Ha MCTAaTa BEUHA
HJIe0JIONIKA ITOPaKa KOjalllTo ja TpeHecyBaaT HOBUTE ITPO-
rpamu. EquHCTBEHNTE TpOrpamMu €O IMy0OJIMKA BO CTYH-
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existing stereotypes for the sake of strengthening an
alleged ‘national specificity’ or does it destabilise them?
Within the complex sets of stereotypes that usually go
into the definitions of national identities, especially
at times of integration within larger political bodies
such as the European Union, what is the situation of
gender stereotypes, considering the fact that they can be
expected to rank high in a society as rigid in its traditional
patriarchal thinking as the Romanian one?

Starting assumptions:
The TV-Show Format
in Romanian Television

Inthelast couple of years preceding the fall of communism
in Romania in 1989, national Romanian television
consisted of one channel broadcasting between 8 and
10 pm daily, with a few extra hours at the weekend. The
programmes were restricted to films that were severely
censored and whose titles were abusively changed to
evade copyright laws and to news programmes designed
only to pay homage to the Ceausescu regime. Audience
discussion programmes as such were virtually non-
existent and there was no space for a dialogue of any
kind between the media and the audience. There were
the so-called ‘entertainment shows’ at the weekend,
which were either humorous forms of escape from
reality or rehearsals of the same perpetual ideological
message that was delivered in news programmes. The
only programmes that involved an in-studio audience
were the so-called entertainment shows that ran at the
weekends, which were based around music and humour

’II



jata Gea TakaHapeyeHUTe 3a0aBHU 11Oy EMHUCHH KOU ce
JlaBaa 3a BpeMe Ha BUKEH/IUTe, Yija OCHOBA Oea My3HKa-
Ta ¥ XyMOPOT U BO KO ITy0JIMKaTa HeMale 6ar HUKaK-
Ba ysiora.! HegocraTokoT Ha Aujasior Oelre o4eKyBaHa
KapaKTEePUCTHKA OUEjKU T0 KapaKTepU3upallle [eJI0To
OIIITeCTBO. Bo pexxuM yrHeTyBauKy U IBOEH F'OBOP, OC-
HOBHATa HaMeHa Ha TeJleBU3HjaTa Oellle MOTBP/IyBAHETO
Y 33jaKHYBAIETO HAa JIOMUHAHTHATA UJI€0JIOTH]A.

He Tpeba 51a n3HeHazyBa LITO €/lHA O IPBUTE peak-
[IUH Ha Jubepasn3anyjata Ha POMaHCKaTa TeJIeBU3Hja
— KOJaIlITo [ypH U3BECHO BpeMe U ce Hapekysaiie ,,Ciio-
O0o/lHa poMaHCKa TeJyieBU3Hja“ — BO JeKeMBpU 1989
roauHa Oellle HEJ3MHOTO IPUOJIIIKYBambe, KOJIKY IITO
MOJKe IOBeKe, 710 IaTdopMa Ha c1000o7eH roBop. Bo
cratujata HapeueHa ,BecruTe xako m3Benba: cauKaTa
kako HactaH“, Maprapetr Mopc (Margaret Morse) 1iutu-
pa eneH penoprep Ha Cu-eH-eH KOJIITO TH cjefielie
CJlydyBamaTa IITO HacTalnja HENOCpeJHO II0 pOMaH-
cKaTa peBOJIyIHja, Koj 3abesiexkyBa JieKa IIpBaTa peak-
[[1ja Ha JIyf'eTo Ha TuOepasin3alyjaTa Ha TeJIeBU3HjaTa €
>kesibaTa /1a ce TOBOPHU:

»Cera cute cakaar Jja TOBOpat®, peue penopTepoT, H3BeCTy-
BajKU O/ MECTOTO Ha HacTaHOT. ,CaMo MoMeHT. EBe Hekoj
KOjIITO caka Jia pasroBapa co Bac.“ Bumeo cHumKara ce
IpeHecyBa Ha YOBEK KOJIITO IJIEla TUPEKTHO BO KaMepara
U BeJIM JleKa IIPBIAT € Ha 3alajiHa TeJeBU3Wja U JieKa uMa
HEIITO J]a UM Kake Ha AMepUKaHIUTeE.”

Cemak, Kako IIITO HaBeJlyBa HACJIOBOT Ha CTaTHjaTa Ha
Mopc, oBoj ummyJc f1a ce 360pyBa He My HeZOCTacyBa
ompeziesieHa kenba 3a I0jaByBame HA TeJIEBU3Hja U
Jla U3Be/yBame COICTBEHATAa Bep3Hja Ha HCTOpHUjaTa
II0 JIeKaJiu BO KOM HCTOpHjaTa Ouyia u3BeyBaHa Ha
HAYMHOT IITO TO JIUKTUpAaJa yrHeTyBaukara BiacT. Of
JIpyra CTpaHa IakK, Pe3yJITaToOT OJi OBaa HE3roJHA KOM-
OuHaIMja HA CHJIHATA KeJ1ba Ha IeJI0CHO HelleH3yprpa-
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and in which the audience played virtually no part
whatsoever.' The absence of dialogue was an expected
feature, as it characterised the whole society. In a regime
of oppression and double-speak, the main purpose of
television was to confirm and strengthen the dominant
ideology.

It should come as no surprise that one of the first
reactions to the liberation of Romanian television
— which for a while even went under the name “Free
Romanian Television” — in December 1989 was to bring
it as close as possible to a platform for free speech. In
an article entitled “News as Performance: The Image
as Event,” Margaret Morse quotes a CNN reporter
recording the immediate aftermath of the Romanian
revolution, who notices that the first reaction of people
to the liberalisation of television is the wish to talk:

“Now everyone wants to talk,” said the reporter in a stand
up. “Hold on a minute. Here’s someone who wants to talk to
you.” The video image cuts to a man who is looking directly
at the camera, saying it was his first time on Western televi-
sion and he had some words for the Americans.”

Yet, as the title of Morse’s article suggests, this impulse
to talk is not innocent of a certain desire to appear on
television and to perform one’s own version of history,
after decades in which history had been performed the
way an abusive government dictated. On the other hand,
though, the result of this uneasy combination between
a strong desire for completely uncensored conversation
and the will to perform led to endless debates in the
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Ha KOHBep3alMja U BOJIjaTa /Ia ce HACcTaIlyBa, BO PAHUTE
JIeBeZIECETTH JI0BeZie 10 OECKOHEUHU J1e0aTH OKOJIy aK-
TyeJHaTa TeMa Ha Ipajielbe Ha JIEMOKpPATHja, KOjallITo
OTHJIe OTajie CTENIeHOT Ha ¢1060/1a HA TOBOPOT KOJIITO
ce OueKyBa 3a JIEMOKPATCKUTE TeJIeBU3UU. 300pyBarmbe-
TO MHOTY, 6€3 Hy>KHO J]a ce Ka)Ke HEIITO, Ce YNHU KaKO
enHa on OoyiecTUTE MITO ja KapaKTepH3Hpaa J0 BHUCOK
CTeIleH XaoTUYHaTa aTMocdepa Ha 1990TuTe Bo Pomanu-
ja. YMHOKyBameTO Ha CTepeOTUIIOT Ha 30opsectu Po-
MaHII, KOU [IOMHUHYBaa 4acoBH BO 300pyBame — BO Iap-
JIAMEHTOT, Ha TeJIeBU3Hja, I0Ma, HA YJIUIUTE — YECTO
pacmpaBajky MOJIUTUYKYU Ipallarba KO MUMaaT MHOTY
MaJIKy BPCKa CO HUBHUTE IPUBATHU >KUBOTH, CE UHMHU
KaKO J]a € CMEIIHUOT acIeKT Ha 60pOuTe BO ToA BpeMe.

He e uyz0 mTo TesieBU3UCKUTE IOy IIPOTpaMM IjBeTaa
II0 MaJI0T HAa KOMYHH3MOT. Cekako, Kako IITO JieHec
€ HalllUPOKO II03HATO, TEeJIEBU3UCKUOT 110y (opmar -
HICTO KAaKO U TOj Ha KOe GUJIO IIIOY - € CeKOorall BO ToJIeM
CTeIleH ypesieH, IoTaMy LITO JypHU U ,HajaBTeHTUYHUTE"
IIPOrpaMU CO Pa3TOBOPHU CO IyOIMKATa COAPIKAT Iiesa
HU3a OJ BOBEJIHU CTPATerdy 3a Pa3jIUYHU CTelleHU Ha
MaHHUIyJIaTUBHU Moku. Cemak, HUBHATA IOIyJIapHOCT
JIeXKW BO W3JIy3WjaTa Ha jaBHA Jebara KOjalllTo THE ja
onnaBaat. Coma JImBuHrcToH (Sonia Livingstone) u [Tu-
tep JlauT (Peter Lunt) ru meduHMpaar mporpamMure co
PasroBOpH €O MyOJIMKATa KaKo ,,JeJT O ONIITECTBEHUOT
IIPOCTOP, KAKO MecTa KaJie IITo Jyf'eTo ce cobupaar 3a
jaBeH pas3roBop, AypU U BO 0OJIUK Ha ‘popym’™® miTo ja
MOTIIOMara ,IapacolyjajiHara uarepakinuja“. Hasoano,
THe ce BHCTUHCKA KOHBep3aIluja rmoMmery BOJUTENIOT U
myOsimkara Bo Koja mybsinmkara Tpeba Ja ydecTByBa, Ja
IIOCTaByBa Ipallama U Jia Ipejjiara ujaeu, Uako BO pe-
aJIHOCTa CeKorall MMa IIOBHCOK CTelleH Ha KOHTpPOJIa
OTKOJIKYy IITO Ou mpusHayio moyTto. M1 mokpaj Toa mro
HeMa crnopenba moMery jacHO WCKa)kaHaTa MAaHUITY-
Jlanyja o/i BUJIOT IITO ce KOPHUCTU BO KOMYHUCTUYKUOT
PeXUM M OHaa IMOCYIITUJIHATA BO TeJIEBU3UCKUTE IIOY
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early nineties around the topical subject of building
democracy, which went far beyond the degree of freedom
of speech expected on democratic televisions. Talking a
lot, without necessarily saying much, seems to have been
one of the plagues that characterized the highly chaotic
atmosphere of the 1990s in Romania. A proliferation of
a stereotype of talkative Romanians, who spent hours
talking — in the Parliament, on TV, at home, in the streets
— and often arguing over political matters that had little
bearing on their individual lives seems to have been the
funny aspect of the struggles of the age.

It is no wonder that TV-shows flourished after the fall
of communism. Of course, as widely known nowadays,
the TV-show format — like that of any show, really — is
always highly edited, to the extent that even the most
‘authentic’ audience discussion programmes contain a
whole set of lead-in strategies of various degrees of ma-
nipulative power. However their popularity lies in the
illusion of public debate they give. Sonia Livingstone
and Peter Lunt define audience discussion programmes
as “part of social space, as places where people congre-
gate for public discussion, even as a ‘forum’? which fa-
cilitates “parasocial interaction.” They are an allegedly
real conversation between a host and an audience, in
which the audience is supposed to participate, ask ques-
tions and contribute ideas, even though in reality there
is always a higher degree of control than the show will
admit. Even thus, there is no comparison between the
clear outspoken manipulation of the kind practised by
the communist regime and the much more subtle one in
TV-shows — audience discussion programmes covering
themes of general interest, framed by various forms of
entertainment — where the illusion of free, open speech
between the host and the audience is shrewdly covered

:



€MHCHU — IPOTPAMHUTE CO PA3TOBOPH CO IyOJIMKaTa
KOM TIOKpUBAaT TEMH O] ONIIIT WHTEpPEeC, BpaMeHU CO
pasiuyHu popMu Ha 3ab0aBa — HJIy3HjaTa Ha CJIO0O/IEH,
OTBOPEH TOBOP ITOMery JIOMaKHHOT U Iy0JIMKaTa, UTPO
ce MpUKpPHUBa co nocebHU Gopmysu. HemocpeaHo mosp-
3aHa co morpebaTta of rpajeme jaBHa cdepa OTBOpeHA
3a aBTEHTHUYHA JlebaTa u co opMaTuTe Kou Op30 ce yBe-
3yBaa o] 3amajioT, TeJIEBU3UCKUTE 110y IIporpaMu Oea
HajBEPHUTE OJITOBOPU Ha moTpebaTa Jla ce TOBOPH, HA
Kojamro curHanusupaiie MopcoBuot penoprep Ha Cu-
€H-€H, KaKo 1 Ha jkesji0aTa Ha pPOMaHCKOTO OIIITECTBO JIa
ce M03araiHU HajMHOTY IIITO MOJKE.

Bo roguHWTE KOM HEMOCPEAHO My IMPETX0j/iea Ha MpH-
cranmyBaweTo BO EY, poMaHCKUTE TeJIeBU3UCKUA KaHa-
JIN TM 3TOJIEMUja CBOWTE HAIMOPH 3a MO00pyBame Ha
HUBHUOT ,U3IJIE[" 3a Ja TW 3a/70BOJIaT €BPOIICKUTE
craraapau. OBa mogobpyBame Oerre chaTeHO Ha am-
OuvBajIeHTEH HAUYMH: KaKO UMHUTAIMja Ha 3a11aJHOEBPOII-
CKUTE TeJIEBU3UCKH IIPOTPaMHU U KAKO CBECEH HAIOop Ja
ce MPou3Be/ie OPUTHHAJIEH MaTePHjasl, KOj € BO cOCTojba
Jla ce TIPOUM3HeCce 3a JIOKAJIHUTE, KOHKPETHH Ipalliama.
ITopaHo moTtucHaTaTa MyOJIMKa, MPUHYAEHA Ja Pernpo-
JyIipa IIeMH Ha pa3MHCIyBarbe BO KOHM KOH KpPajoT
Ha e/IeH PeXXKUM HUKO] ITOBeKe CEpPHO3HO HE BepyBallle,
cera ce B/IaJie BO HOBOOTBOPEHHUOT MPOCTOP Ha jaBHOTO
emutyBarbe. [loTpebaTa o/1 Kpenparbe Ha JIOKaJIHA jaBHA
chepa kojamTo 6M BOCIIOCTABMJIA BaJIMAHA COpabOTKa
rmomMery MeJINyMUTE U J€MOKpPATHjaTa, IOCTOjaHOTO UH-
dbopmupame Ha MyOJMKaTa U OBO3MOXKYBAHETO Taa Ja
y4eCcTBYBa BO OJJIYKHTE KO Ce OJIHECYyBaaT Ha 3eMjara,
ce Melalie co jkejbara /ia ce mo3ajMyBaaT (popMuTe U
[IIEMUTE HA 3alaJHUTE TEJIEBU3WH CO IeJ Jla ce Ouze
,IIOEBPOTICKH .

OBaa aMOMBaJIEHTHOCT OAM IOAIa00KO of 00OHMYHa
’kesiba Jla ce 3a/JI0BOJIM €BPOIICKHUOT ,rojieM Opat®.
Toa e MOBp3aHO CO TPAJUIIMOHAIHOTO YYBCTBO Ha
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by specific formulae. Directly connected to the need to
build a public sphere open to genuine debate and to the
formats that were quickly imported from the West, TV-
shows have been the most faithful responses to that need
to talk signaled by Morse’s CNN reporter, as well as to
the desire of the Romanian society to become as west-
ernized as possible.

In the years immediately preceding EU accession, Ro-
manian television channels increased their efforts to
improve their “looks” in order to live up to European
standards. This improvement was understood in an
ambivalent way: as an imitation of Western European
televisions’ programmes and as a conscious effort to
produce original material, capable to voice local, spe-
cific concerns. The formerly repressed audience, forced
to reproduce patterns of thinking that nobody seriously
believed in any more by the end of the regime, was now
springing into the newly opened space of public broad-
casting. The need for the creation of a local public sphere
that would establish a valid co-operation between the
media and democracy, keeping the audience more in-
formed and enabling them to participate in the decisions
concerning the country mixed with the desire to borrow
the forms and patterns of Western televisions in order to
be “more European.”

This ambivalence goes deeper than a mere desire to
please the European “Big Brother.” It is connected to a
traditional feeling of essential in-betweenness that goes
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CYIIITUHCKa MerycocTojba Koja e Jies1 of AeduHunmjata
3a POMAHIITHHATA, KOJaIlITO JOJITO CE CO3/IaBallle BO
cMucIa Ha MeTadopu Ha TPAHWUYHOCT (TaMIIOH 30HH,
MocT romery McTokoT u 3amajfor, moMery JJaTUHCKHOT
jas3WK/KyaATypa U HeJIaTUHCKUTE KyJATypH, momery Oto-
MaHckata MMnepuja u ABCTpO-yHrapcKata MOHapxuja,
nomery Bbankanor u EBpoma.) Taka, neduHumpamero
Ha POMAHCKHOT HJIEHTUTET OTCeKorall OWJIO rosjiemMa
paboTa, a BO MOCJIETHO BPEME TOA € YIIITEe ITIOHATJIACEHO.
2Kenbara fa ce ,,Bie3e Bo EBpomna“ moTTUKHA KOMILJIEKC-
Ha IoTpara 3a CEeKoraiil IpUCYyTeH, aBTEHTUYEH EBPOIICKU
WUJIEHTUTET KOjJIITO Tpebalie caMo Jia Oujie pa3oTKpPHUeH
10/l OCTATOIMTE HA KOMYHUCTUUYKUOT MEHTAJTUTET.

Bo TakBW OKOJTHOCTH, HE € HU YyZ0 IITO I[BeTaa TeJle-
BHU3HUCKHUTE IMIPOrpaMHu, a Mel'y HUB HajMHOTY OHUE KOU
ra Bojsiea >keHu. OJ1 HeOJaMHA, BU3YEJTHUTE MeIUYMH
Bo PomaHmja mokaskaa 3rojieMyBame Ha OpOjoT HA WH-
TEPAKTUBHU MPOTPAMU KAaKO INTO € IIOyTO, Ouaejku
THe UMaaT AeduHUpavYKa QYHKIHja BO (POPMUPAHETO
1 00pa30BaHMETO Ha TrparaHCKO OIIIIITECTBO BO HOBUTE
3eMju Kou mnpucramyBaaT Bo EY. OBoj mopact Moxkebu
HEe € IIeJIOCHO BeITayKu, OWJIejJKU HCTpaKyBarbaTa
MMOKa)KyBaaT Jieka OpojHOcTa Ha IybJIMKaTa Ha TeJIeBH-
3UCKHUTE IOy IporpamMu Bo PoMaHHja MCTO Taka € BO
HaropHa JnHUja. [IPpBOOUTHO TJIEJaHHM CO COMHEXK
HacJIe/IeH O/ CTPaHa Ha ,,CTapUOT PEKUM“ BO KOj HHIIITO
0/1 TOA IIITO Ce TI0jaByBallle HAa TeJIEBU3Hja HE Ce CMeTalle
3a BEpOjaTHO, BUCTHHCKO U 0CJI000/IEHO 07 U/I€0JIOIIKO
00paboTyBame WUJH ,,[IOBP3YyBabe”, TEJIEBU3UCKUTE IOy
€MHCHHU CH Hajloa MeCTO Kora JIyreTOo pa3BHja HaBH-
Ka Jla TU IJIeflaaT KakKo JIeJl OJi CeKOjIHEBHHUOT >KHBOT.
ToxkMy oBa e 1esiTa Ha 3ab0aBHUTE TPOTPAMU KAKO IIITO
ce ,Henena Bo cemejctBoTO (cO0 Muxaena Pasmysecky,
AHTeHa 1, HeZlesna 15:30-18:30) UM HA KOMUYHHUTE II0Y
nmporpamu Kako ,Teo“ (IIpoTB, moHemeTHHK-TIETOK
17:00/17:45-20:30). TakBu pas3oHOAYBaYK{ MIPOTPaMU
ce HAMEeHeTH 3a 3a0aBa, Taka IITO THE TOHEKOTAIll Cce 3a-
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into the definition of Romanianness, which has long
been conceived of in terms of borderline metaphors
(buffer-zone, bridge between East and West, between a
Latin language/culture and non-Latin cultures, between
the Ottoman Empire and the Austro-Hungarian Empire,
between the Balkans and Europe). Therefore, defining
Romanian identity has always been a major concern, and
it has been even more so recently. The desire to “enter
Europe” triggered a more complex search for an always
existing, authentic European identity that only had to be
uncovered from the remains of communist mentality.

Under such circumstances, it is no wonder that TV-shows
flourished, and among them the ones that flourished the
most were the ones led by women. The visual media in
Romania have recently shown an increase in the num-
ber of interactive programmes such as TV shows as these
assume a defining function in the formation and educa-
tion of a civil society in the new EU-accessing countries.
This increase may not be altogether artificial, as surveys
prove that the audience of TV shows in Romania is also
on the rise. Initially regarded with a suspicion inherited
from the “old regime” in which nothing that came out
on TV was deemed to be believable, genuine and free
from ideological processing or “connections,” TV shows
have settled in as people grew into the habit of watching
them as part of everyday life. This is precisely the aim
of entertainment-oriented programmes such as “Sun-
day in the Family” (with Mihaela Radulescu, Antena 1,
Sunday 15:30-18:30) or of comic shows such as “Teo”
(ProTV, Monday-Friday 17:00/17:45-20:30). Such en-
tertainment-oriented programmes are meant for fun, so
they are based on a sometimes gross chauvinistic humor
with desired exotic touches, which reiterates old gender
stereotypes such as the wife in the kitchen, the fashion
model whose social rise is due to a series of male protec-

:



CHOBaHU Ha T'Py0 IMIOBUHHCTHYKU XyMOP CO €I30THUYHU
MOMEHTH IIITO TH IIOBTOPYBa CTapUTE POJIOBU CTEPEO-
THUIIA KaKO IITO Ce JKeHaTa BO KyjHaTa, MOJHHUTE MOJe-
JIU YHEIITO OIIIITECTBEHO W3/INTHYBAaIbe ce JOJIKU Ha
HEKOJIKY MAIIIKH 3aIITUTHUIIH, 3T0/THATA YCIIEITHA JKeHa
YU YCIIECH KPHjaT HEKOJIKY BaJIKaHU IIPUKA3HU Ha KOU
YecTo Ce aJyJInpa, HO 32 KOU He ce 300pyBa.

Cemak, Apyrd IOy MporpaMu IIpe3eMaaT Cepruo3Ha
MHCH]ja ¥ KAKO TaKBU — 0€3 J]a ce OTKa)kaT o] 3abaBHATa
dyHKIIMja — ja MemraaT JyxoBUTaTa IMopaka (KojamTo
yirte o7 BpemeTo Ha Illekcnup, a ypu U O/ TOPaHO, Ce
cMeTa 3a KOPHCHA KOra HEKOj UCKaYKyBa KOMILIUKYBaHHU
HEIITa) COo IeJiTa KOja HaBOJAHO € HacoyeHa KOH MeHY-
Bambe Ha CBeTOT. L{esrTa MoKe 1a BApUpa O] IIOJIUTUYKUTE
OllCeCMH Ha 3€eMjara [0 Ipaliama 3a KBAJIUTETOT Ha
’KUBOTOT Ha HacesjeHueTo. Kako 1mTo 3HaeMe, COCTaBeH
Jies1 o GopMaTOT TEJIEBU3UCKO IOy € MHOTY TeXXHHA
Jla ce CTaBM Ha IUIEKWTe Ha BOJUTENOT/KaTa. [oyiem
JIeJT O] €THO TeJIEBU3UCKO 10y — HE3aBUCHO OJf TEMATa,
cdepaTa Ha UHTEpPECUPAIhE WU IIeJIHATA MyDJINKa — ce
CIydyBa OKOJIy BOJIMTEJIOT/KaTa, KOj/a HajuecTo € Iia-
MeTHa JKeHa CO yCIIelllHa IpUKas3Ha 3a7] cebe U co MoJI-
HO IIpaBO Ha aTpubyTuTe ,Miaaza“ u ,yoaea“. Surprize,
surprize (H3nenadyeawa, M3Henadyseara), poMaHCKa
Bep3Wja Ha TPAUIMOHAITHUOT €BPOICKH ¢dopMaT Ha
III0y OPHUEHTHPAHO KOH J0OPOTBOPCTBOTO, BO ToOJieMa
Mepa ce MOTIHpA Ha IeHTpasiHaTa ¢urypa Ha AHApea
MapuH, keHCKa Bep3uja Ha deus ex machina, KojamTo
3a4eKopyBa CO CBETOT Ha 0oJiKaTa Ha TJIefauuTe U TH
peliaBa HUBHUTE MPOOJIEMH CaMO CO IUIECHYBAaIbE CO
paleTe Ha HAaYMH KOjIITO MOTCETYBa HA OPUTAHCKOTO
noopotBopHo moy Jim'll Fix It (LIum ke cpedu). Cenax,
IIOKpaj paMKaTa Ha JOOpOTBOPCTBO, JOMaKHUHKATa CTPYH
KaKO CaMOBWJIA KOJaIlITO HOCH Pa3InYHa BeuepHa Toasre-
Ta HaIIpaBeHa caMo 3a Hea O/ TPEH/IOBCKATa IU3ajHEpKa
Howuna Jlesurna. CyqupoT Mely Hej3UHUTE TJIaMyPO3HHU
00JIeK! ¥ TTIOHEKOTalll CKy/THaTa IIOMOIII KOja IIOYTO M ja
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tors, the good-looking successful woman whose success
covers some dirty story often hinted at, but not to be spo-
ken about.

Other shows, however, assume a serious mission and as
such — without renouncing the entertainment function
— mix the humorous message (which, since Shakespeare
and even earlier, has been seen as useful when one has
difficult things to say) with an allegedly world-changing
purpose. The purpose may vary from the political ob-
sessions of the country to concerns for the population’s
quality of life. It is, as we know, part of the TV show for-
mat to place a lot of weight on the host’s shoulders. A lot
of any TV show — irrespective of topic, range of interests
or target audience — happens around the host, who most
often is a smart woman with a success story to back her
up and with a good claim to the attributes “young” and
“beautiful.” Surprize, surprize (Surprises, Surprises), a
Romanian version of a consecrated European format of
the charity-oriented show, heavily relies on the central
figure of Andreea Marin, the female version of the deus
ex machina who steps into the world of the audience’s
pain and solves their problems by just clapping her
hands, in a way slightly reminiscent of the British Jim’ll
Fix It charity show. However, despite the charity frame,
the hostess stands out as the fairy queen who wears a dif-
ferent expensive night dress produced especially for her
by the trendy fashion designer Doina Levintza. The clash
between her glamorous outfits and the sometimes mea-
gre relief the show offers to the audience members in-
volved is striking. Moreover, the show is used as a space
for commercial publicity spots whose obvious profit and
pleasure-oriented intentions have little to do with the
charity nature of the show. The show is clearly meant to
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HYJY Ha IMyOsMKata e ynazyuB. JIOTOJIKY MOBeKe IITO
IIOYyTO Ce KOPUCTU KAaKO IPOCTOpP 3a KOMEPIHjaJTHU
PEKJIAMHU CIIOTOBH, UMM HAMEPH, OUUTJIETHO OPUEHTH-
paHu KOH MPOGUT U 33/I0BOJICTBO, UMAAT MHOTY MAaJIKY
3aeTHUYKO CO I0OpOTBOpHATA ITPHPO/ia Ha IIOYTO. JacHa
e HaMepara III0yTO Jja ce Ipo/iaBa 100po — 3a J06pOTBOP-
HU 11eJIF, HO OYMIJIEHO ¥ BO KOPHCT HA MPOAYIEHTUTE
— Taka IITO ToAa Mopa Ja U3IJIeZja IJIAMyPO3HO eBPOII-
cky, Oe3 oruie; Ha COAPKUHCKUTE HecorjacyBama. Toa
IPOMOBHPA cebe-er30THIMPAaYKa CJIMKA HA CIIPABYBakbe
CO cHpOMaAIIITHjaTa Off BACOYMHUTE Ha YCIIEXOT BO KOja
JIBaTa BU/Ia IUCKYPC CE OCTPO IIPOTHUBCTABEHN: BUJTUBU-
T€ Tparu Ha CalyHCKa MeJIoJ[paMa U YTEIINTEeTHHOT TOH
Ha JI00pOTBOpHA OpraHusalyja HaMeHeT He caMo Ja
JlaJie TIOMOIII, TYKY U MOK. VICTOBpeMEeHO jaCHO HaCOY€eHO
KOH IIOMarame Ha CHPOMAIITHUTE, [II0YTO I'M 3allBPCHYBa
POJIOBUTE CTEPEOTUIIN U KOMILIEKCHTE Ha WH(pEPHOp-
HocT Kou Mapwuja TomopoBa O6M T'm Ipero3Haia KaKo
OasikaHCKa Mayvo KyaTypa.*

Haxko 1mocTou cBecT 3a morpedaTa /1 HOJIUTHUYKA KOPEKT-
HOCT, KOMepIIFjaJHaTa IPUPOZa Ha TEJIEBU3UCKUTE IOy
[IpOrpaMu, HacOUeHa KOH MMa3apoT U IMyOJIHIIUTETOT, Ce
pediekTHpa BO HETYBAHETO HA NTATPUjapPXaJTHUTE POIO-
BH CTEPEOTUITH HAa HAYHH Ha KOjIITO CE IIPETIIOCTaByBa
Jleka Ouite mpeHeceHH BO (DOJIKJIOPOT U BO HIETHTE KOU
ce yIIITe MOKe J1a OuaaT 3arpHKyBaYKy IITOBUHUCTHIKH.
TakBUTE CTEPEOTUIIH CE MEPIENUPAAT KAKO CMEIIHN U
O]l HUB Ce O4YeKyBa Ja 00e30eiaT ycrex Kaj ImyOJmKaTa
OuZejKU THE ce BO COIVIACHOCT CO ,, TPAUIIMOHATTHOTO®
CTEPEOTUITHO Pa3MUC/IyBahe Ha mybsinkaTa. CTpaHCKUTe
MOZIEJIA KOU TH HyAH caTeJIUTCKaTa TeJIeBU3Hja ce mep-
[eNrpaar 1 ce mpeBeAyBaaT Ha HaYKMH IIITO CE KOPUCTAT
caMo 3a Jia ce 3alBPCHAT IIOCTOjHUTE cTepeoTunu. OBa
CHUTHAJIM3Mpa BUCTUHCKA ITOTPeba Jja ce MOoAUrHe CBeCTa
Ha Mmy0OJIMKaTa 3a BUCTUHCKOTO 3HAYeIhe Ha THE CTEPEeo-
THUIIN - 00pa30BHa IOTpeda KojalrTo JoupBa Tpeba ja ce
ITOIIOJTHH.
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sell well — for charity purposes, but also clearly for the
benefit of the producers — so it has to look glamorously
European, regardless of the content clashes. It promotes
a self-exoticising image of dealing with poverty from the
heights of success in which two types of discourses con-
trast stridently: the heavy touches of soap melodrama
and the reassuring charity organization tone meant to
offer not just relief, but also empowerment. Whilst being
loudly intent on helping the poor, the show reinforces
the gender stereotypes and the inferiority complexes of
what Maria Todorova would recognize as the Balkan ma-
cho culture.*

Even though there is an awareness of the need for po-
litical correctness, the commercial, market-oriented na-
ture of TV shows and publicity reflects in a maintenance
of patriarchal gender stereotypes as they are thought to
have been transmitted in folklore and jokes and which
at times can still be worryingly chauvinistic. Such ste-
reotypes are perceived as funny and expected to ensure
audience success as they are tuned to the audience’s “tra-
ditional” stereotypical thinking. The foreign models pro-
vided by satellite television are perceived and translated
in such ways that they are only used to reinforce already
existing stereotypes. This signals a genuine need to raise
the awareness of the audience as to the real significance
of such stereotypes — an educational need that still has
to be filled in.

’II
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[TomystapHOCTa HA IOy EMUCUUTE CO BOJAUTETKH IIOCTO-
jaHO pacTe ¥ MOKPaj MOTOJIEMHUOT OPOj IIIOY IIPOrPaMH BO
KOHU BOJIUTEJIUTE Ce Mayku. Bo mpoyjoykeHne ke ce OCBp-
HaM Ha TPUTE HAjIIPOYyEeHH, KOUIITO BO ITOCIETHUTE TO-
JIMHU IOMUHHPaa Ha clieHaTa Kako U300p Ha ImybJInKaTa:
Surprize, surprize (HM3uenadysara, usHeHadyeara),
Teo u Duminica in familie (Hedeaa 80 cemejciligoinio),
co noBeke Gokyc Ha Surprize, surprize.

PopoBute cTepeoTun U pOMaHCKUTE TeNeBU3UCKHU
Loy eMUcuun BoaeHU o XeHu

TesIeBUBUCKOTO IOy € BENITaYKH KOHCTPyHpaHa, ype-
JleHa, peKMpaHa OIINTeCTBeHa IuiargopmMa HaMeHeTa
— bapeM Hau3IJIE] - Zla OAATOBOPH Ha OTpebaTa 3a mapa-
conujasiHa MHTepaknuja. [IpucycTBoTo Ha mMybymKa BO
CTYAUOTO, KOja JiebaTupa 3a TEKOBHUTE HUJIEU CO BOJIU-
TEJIOT Ha IIOyTO Tpeba Ja HampaBW IyOJIMKaTa TIpet
€KPaHHUTE MCTO TaKa /Ia Ce YYBCTBYBA KAKO JIeJI OJ1 III0YTO,
[TOKaHeTa /ia MOCTaByBa mpariama. Ho, TeleBU3nCKuTe
III0y eMHCHH ce TTOBeKe 0/ IPOCTOP 3a MHTEPAKIH]ja; THE
ja rpagat 3aemHuIaTa U GOpPMHUpaaT CTAaBOBHU, JaBaaT
IIPUMEpU 3a CJIefielhe KOU - BO CTEIEH KOjIITO 3aBUCH
0/l CEpHO3HOCTA Ha IIIOYTO - ¥ Ce MpPeHecyBaaT Ha Mmy0-
JIMKaTa. YCIelrHaTa MpuKasHa, MPeCTHKOT U U3TJIeI0T
Ha BOJUTEJIOT/KaTa Ha TEJIEBU3UCKOTO III0Y CYIITUHCKU
'O YCJIOBYBA BJIMjaHUETO HA IIOYTO, 3aTOA € HEMUHOBHO
Jla ©UMaaT CHJIHO BJIMjaHHeE Bp3 IIy0OJIMKaTa.

TeseBU3HCKUTE 10y €MUCHH KOU TH BOJAT KEHH
Hen30eKHO TH TPETHPAaT POJOBUTE CTEPEOTHIIN KOU
IIUPKYJIMPaaT BO €4HO OMIITECTBO. Toa ro mpasar mpeKy
n300poT Ha TeMH (YecTO HACOYEHH KOH , KEHCKHU"
mpaiama Kako JbyOOB, MOZA WKW HETyBaibe), MPEKY
BHHUMATEJIHO OCMUCJIEHHOT H3IJIEJ Ha IPE3eHTEPUTE,
KaKO M CO €MOIMOHAJHATa PETOPHMKA KOjallITO YecTo

Changes and Challenges in Gender Stereotypes in Romanian TV Shows

The popularity of women-hosted shows has continuously
grown despite their being outnumbered by shows hosted
by men. In what follows I am going to refer to the three
most famous ones, which have dominated the scene of
audience preferences in the latest years: Surprize, sur-
prize (Surprises, surprises), Teo and Duminica in_fami-
lie (Sunday in the Family), with more focus on Surprize,
surprize.

Gender Stereotypes and Romanian
Women-Hosted TV Shows

TV shows are artificially constructed, edited, directed so-
cial platforms meant — at least apparently — to respond
to a need for parasocial interaction. The presence of a
studio audience that debates current ideas with a host in
a show is meant to invite the TV-watching audience to
feel part of the show as well, therefore free to ask ques-
tions. TV-shows, though, are more than just spaces of
interaction; they are community builders and opinion
formers, providers of role-models that are — to a degree
that depends on the seriousness of the show — transmit-
ted to the audience. The success story, prestige and im-
age of the TV-show host essentially condition the impact
of the show; therefore they are bound to have a strong
audience impact.

TV-shows hosted by women inevitably address the
gender stereotypes which circulate in a society. They
do that in their choice of topics (often centered on
“feminine” issues such as love, fashion or caretaking), in
the carefully designed looks of the presenters, as well as
in the emotional rhetoric which is often used and which
is clearly meant to appeal primarily to a female audience.
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ce KOPUCTH M KOja € jaCHO HaMeHeTa Jia ja IpUBJiede
IIPBEHCTBEHO JKeHcKara Iybsiumka. Iloctoum u cBecHO,
BHHUMATETHO Pa3MUCIyBame 32 Toa KaKo (PyHKIIMOHIPA
IICUXOJIOTHjaTa HA CTEPEOTHUIINTE, OU/IEjKU YCIIEXOT BO
rojemMa Mepa MOXKe JIa 3aBHCH O] TOA JIaJIU Ce 3a7]0BO-
JIEHU OUeKyBamara Ha Imy0OJInKaTa.

PoMaHCKUTe pPO/IOBU CTEPEOTHUIN Ce MHOTYOPOjHU H
MOJKe Jla Cce NMPUIUINAT HA pa3iudyHu u3popu. Cemak,
Ba)KHO € BO pPOMaHCKaTa POZI0BA KyJITypa /ia Ce YBHUAU
IIPEKJIONYBAKhETO Ha HEKOJIKY MAvYOBHUIHU CTaBOBHU BO
KOHCTPYHPAIETO Ha POJIOBUTE YJIOTU KOU T'eHepaHO
I'M KapaKTepU3upaar OaJKaHCKHUTe KyJTypH. Bo oBaa
CMHCJIa, cpenbaTa Ha TPAJAUIIMOHAIHUATE KOHCTPYKIIUU
Ha POJIOBUTE YJIOTH BO PoMaHMja M aHKCHO3HOCTa BO
NEPUOZIOT NpeJ MPUCTAIyBatbeTo KOH EY 3a ucrnosHy-
Baibe Ha €BPOIICKUTE CTAH/IaP/IN, MOJKe J1a Ce aHATM3HUPA
BO CMHUCJIAa Ha JAMCTUHKIHMjaTa momery OaJKaHU3MOT U
opueHTanmu3MoT Ha Mapuja TomopoBa. Ako OpHEHTOT
Ha Caup (Said) Gemre dpemuHM3MpaH ox crpaHa Ha VM-
nepujara, baJKaHCKaTa KyJatypa Ha TomopoBa ce mep-
IUIIpA KaKO JMBjauKd MacKyJIMHa OJi CTpaHa Ha 3a-
naaHa EBpona.® 3aTtoa Taa ke oxpabpyBa KOHCTPYKIIHja
Ha JKEHCKOCT KOjalllTo, [ypH U BO HEj3WHHUTE TIOMOKHU
dbopmu, e moTurHeTa Ha Oapamara Ha MMAaTPUjapXaToT.
Hako PomaHuja TpaiulIMOHATIHO AebaTHpasia 3a CBOETO
TPAaHUYHO MMO3UIIMOHUPAhE TIoMely GaIKaHU3MOT U €B-
ponen3mot (OH/IejK HUKOTAIIl U HE ce cMeTasia cebecu
3a OaJIKaHCKa 3eMja U BO CMHCJIa Ha reorpadCko Mo-
3UIMOHHUPAbE WIN KyJITYPHA MPUIAJAHOCT), MHOTY OJ
3abesnemkuTe Ha TOAOPOBA UCTO TaKa ce OJHECYBaaT U
Ha POMaHCKHUOT IIPOCTOP.

Opn npyra crpaHa, 06uHTe Ja ce 33/10BOJIaT HEOKOJIOHH-
jaJIHUTE CTEPEOTUIIN YCBOEHH O] 3ala/[HOEBPOIICKHUTE
BHU3YeJTHU MeIUyMU (JIOCTAaITHH Ha MCTOYHOEBPOIICKATA
myOJIMKa TMpeKy caTeJIUTCKaTa TeJeBU3Hja) Ce pacTpr-
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There is also a conscious, careful consideration of how
the psychology of stereotyping functions, since success
can depend significantly on whether the audience’s
expectations are met.

Romanian gender stereotypes are numerous and can
be ascribed to various sources. Yet it is important to
acknowledge in Romanian gender culture the overlap
of a number of macho-type attitudes in the construction
of gender roles which generally characterize Balkan
cultures. In this sense, the encounter between traditional
constructions of gender roles in Romania and the pre-
EU-accession anxiety of living up to European standards
can be analyzed in terms of Maria Todorova’s distinction
between Balkanism and Orientalism. If Said’s Orient
was feminised by the Empire, Todorova’s Balkan culture
is perceived by Western Europe as savagely masculine.®
It will therefore encourage a construction of femininity
that, even in its more powerful forms, is subordinated to
the requirements of patriarchy. Even though Romania
has traditionally debated its liminal positioning between
Balkanism and Europeanism (as it has never quite
considered itself a Balkan country in terms of either
geographical positioning or cultural belonging), a lot of
Todorova’s remarks apply to the Romanian space very
well.

On the other hand, attempts to accommodate neo-
colonial stereotypes adopted from the Western
European visual media (accessible to Eastern European
audiences via satellite television) are torn between the
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HATH IIOMery MazapHO OPHUEHTUPAHUTE KOMEPIHjaTHI
IIPOTPaMU KaKO IITO CE€ TEJIEBU3UCKHUTE IOy MPOrpaMu
U peKJaMHTe - Yrhe OCHOBHO bOapambe e morpebaTa aa
ce 3amoBosin IyOaukara - U EY opeHTHpaHaTa aHK-
CHO3HOCT 3a IOJIUTHYKA KOPEKTHOCT. Taka, Hre BO MO-
MEHTOT CBeJOUMMeE 3a MHTEpakKIidjaTa IoMely Tpajau-
[IMOHAJTHUTE ¥ MOJIEPHUTE POJIOBU cTepeoTuiiu (femme
fatale HacipoTH mpakTUYHATA JeBOjKa KOja MOXKe Ja
[IpaBH Pa3JIMYHU HEITa U 32 KOja U3IJIEJIOT € Ha BTOPO
MeCTO, COIpyTaTa 3aTBOPEeHa BO IIPUBATHUOT IIPOCTOP —
0OMYHO KyjHATa WIN aJHIITaTa — HACIIPOTH yCIIEeNIHATA
’KeHa Koja BoAu cBOj Ou3HucC. Bo efjHa KHUTA 32 YKEHCKHU
WJIEHTUTETH BO KyJITypaTa Ha Iyiobaiusanuja, MagaiuHa
Hukonaecky (Madalina Nicolaescu) 3abesnesxkyBa jieka BO
ITOCJIEIHUTE TOANHY BO POMaHHja MMa CHJIEH IIPUTUCOK
BP3 JKEHUTE JIa TO MEHYBaaT CBOjOT MBTJIE/, 10 IIPUMEPOT
Ha MOJIeJINTE HaMETHYBAaHHM CO 3alla[HUTE CIIHCAHUja.
OBa HarjacyBarb€ Ha NpPOMEHaTa Ha HaJBOPEIIHOCTA
O/IM paKa I10Z] paKa co OHa IIITO ce J0KHBYBa KaKO IIPOMe-
Ha BO CJIMKaTa, MECTOTO Kajie IITO JIEXKH CHJIaTa: Of
MaJio 3HaYelbe € KOj € HEKOj; YCJIOBOT Ha MOKTa € Jia ce
OCTaBH BUCTUHCKHM BIEYATOK. JIOKOJIKY MozaTa ro ycjo-
ByBa KEHCKHOT UJEHTUTET, MOPa /ia Ce MPUAPKYBa KOH
ITOCJIEIHUTE TPEH/IOBH 3a J1a ce Ouzie ycienHa »keHa. Ha
IIpUMeED, AoZeka Bo PoMaHMja HeEMa Tpagulifja KeHUTe
Jla BexxOaaT — I1a, 3aToa MHOTY OJf HUB, HE3aBHCHO O]
BO3pacTa U He ro mpaBaT Toa — COBPEMEHUTE MEIUYMH,
0COOEHO TeJIEBU3UCKUTE IOy IIPOTPAMH 1 KAHAIUTE KOU
ro o6paboTyBaaT CTUJIOT Ha YKHUBEEIHE, KAKO IIITO € TeJe-
Busmujata ,Eydopuja“, mpomoBupaaT HOB, pa3jiUueH,
MoO/ieJT IPUJIAro/ieH Ha 3amajioT, KOjJIITO ja HaMETHYBa
motpebaTa /1a ce CIOPTYBa 3a Jia ce Ouie BO YEKOP CO
OaparmaTa Ha JeHEeIIHUOT CBeT.’

OBa e BOOOMYAEHO 32 TEJIEBU3UCKHUTE MPOTPAMU IITUPYM
CBETOT, HO €JHO 3arpr>KyBauko Ipamiame O7ee Ha
Hcrouna EBpona: mro e, peayIuCTHYKH TOBOPEjKH, BPC-
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market orientation of commercial programmes such as
TV shows and publicity — whose main requirement is
the need to please the audience — and the EU-oriented
anxiety of political correctness. Hence, we are at the
moment witnessing an interaction of traditional and
modern gender stereotypes (the femme fatale versus the
practical girl who can do things and for whom the looks
come second, the wife confined to the private space —
most commonly the kitchen or the laundry — versus the
woman of success who runs her own business. In a book
on women’s identities in the culture of globalization,
Madalina Nicolaescu notices that in recent years in
Romania there has been a strong pressure on women
to change their looks following the models imposed by
Western magazines. This emphasis on change in the
appearance goes hand in hand with what is perceived
as a change in the image, which is where strength lies:
it matters little who one is; the condition of power is to
give the right impression. If fashion conditions female
identity, one must abide by the latest trends in order
to be a woman of success. For example, while there is
no tradition that women should be doing exercise in
Romania — hence most of them, irrespective of age, do
not — the contemporary media, especially TV-shows and
lifestyle television channels such as Euforia TV promote
a new, different, Western-adapted model which implies
the obligation to do sports if one wants to be in step with
the requirements of today’s world.®

Whilst this is common to TV programmes worldwide,
there is a worrying question hovering over Eastern Eu-
rope: what is, realistically, the connection of all these
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KaTa ToMery CHUTe OBHE TeJIEBU3UPAHU IIPETCTABU H
HUBHUTE MTaHJaHU BO BUCTHHCKUOT cBeT? /[0 KOj cTereH
TeJIeBU3HWjaTa T IIPETCTaByBa CTBAPHHUTE POJOBU YJIO-
TH U JIO KOj CTEeIeH HYy/IM BEIITauKu Mojiesiu? Jac ke ce
obuaaM Jia ¥ UCTPasKyBaM MOKHUTE OJTOBOPH HA OBUE
Mpalama co yrnaTyBambe KOH POMAaHCKUTE TEJIEBU3UCKH
10y eMUCHHU KOUIIITO TH BOJAT KEHH.

Bo craTtuja 3a ,Pacara, eruuiureror u puamor” (Race,
Ethnicity and Film) Po6un Burman (Robyn Wiegman)
MTOKa’KyBa JIeKa MPEeO0BJIalyBabeTO Ha PACHUTE CTEPEO-
THUIIN BO XOJIUBY/ICKUOT (HJIM BO roJieMa Mepa ce JTOIKHI
Ha HHUBHATa BU3yeJIHA - CIIOPEJ, TOA U KHHEMATCKU
MepIUITIpaYKa - IPUPO/IA:

JIOKOJIKY CUTe CTepEOTUIIN Ha YOBEUKUTE I'PYNH ce TeMesaT
Ha CBeJlyBameTO Ha KOMILJIEKCHUTE KYJITYPHU KOJIOBH Ha
JIECHO CBapJIVBY BU3YeJIHU U BepOaHU 3HANH, GUIMCKUTE
CTepeOTHIIH Cce TapaIUTMaTCKU BP3aHU CO PACHUOT AUCKYPC.
OBa He 3HAYM JleKa CUTe CTePeOTUIIU Ce PACHU, TYKY JeKa
JIOTHKAaTa Ha pacara Kako BU3yesHO f0¢aTarBa rapaHTUpa
IIpOU3BelyBakbe U IUPKYJINpakhe Ha CTeEPEOTUIIOT.”

Kako u pacara, poioT HCTO TaKa ce Ipeaullupa Ha Iejia
HM3a BU3YEJIHU 3HAIM KOWIITO ce crepeoTuirHu. Kora
craHyBa 300p 3a TeJeBH3HjaTa, Kajie IITO IeHTpaJHaTa
yJora ja MMa cJIMKaTa, ToJIeM Jes oJi 3abaBara joara
O/ 3aJI0BOJICTBOTO Ha TJIefjaibe, KOe YeCcTo moapasbupa
3a7I0BOJIyBaihe Ha MPETX0IHO (OPMUPAHUTE OUEKYBaha
Ha my6aukara. OTramy, notpebeH e ompesesieH CTelneH
Ha [IPeJBHUIJIMBOCT 3a IIporpaMara jia oue ycrelrHa.

Bo Pomanuja, co OU3HHCOT Ha T€JIEBU3UCKH III0Y EMUCUH
JIOMHUHHUPAAT TPUTE YKEHCKH BOJUTEIKH KOU MeryceOeHO
ce HarmpeBapyBaatr: AHapea MapuH, Muxaena Pany-
necky u Teo Tpanmadup. Tue BogaT pasjIudaHU BUIOBU
110y eMUCHUM Ha Pa3jUYHU KaHa/JIW, BO PA3/JIMUYHU TEP-
MUHHM M KaKO JieJl O PasjUYHU JAHEBHU IMIPOTpPaMM.
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televised representations and their correlatives in the
real world? To what extent is television representative
of actual gender roles and to what extent does it provide
artificial models? I will attempt to explore the possible
answers to these questions with reference to women-
hosted Romanian TV-shows.

In an article on “Race, Ethnicity and Film” Robyn Wieg-
man shows that the predominance of racial stereotypes
in Hollywood cinema is largely due to their visual — hence
cinematically observable — nature:

To the extent that all stereotypes of human groups are predi-
cated on the reduction of complex cultural codes to easily
consumable visual and verbal cues, the film stereotype is
paradigmatically linked to racial discourse. This does not
mean that all stereotypes are raced, but rather that the logic
of race as visually discernible underwrites the production
and circulation of the stereotype.”

Like race, gender is also predicated on a whole set of vi-
sual signs that are equally stereotypical. When it comes
to television, where image plays a central part, a lot of
the entertainment comes from the pleasure of watching,
which often involves satisfying the audience’s precon-
ceived expectations. Thus a certain degree of predictabil-
ity is required for a programme to be successful.

In Romania, the TV-show business is dominated by
three competing female hosts: Andreea Marin, Mihaela
Radulescu and Teo Trandafir. They host different types
of shows on different channels, at different times and as
part of different daily programmes. Among them, the one
that ranks highest in terms of length of time, scheduling
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Mefy HUB, HaQjBHCOKO BO CMHUCJIA HA Tpaeme, paclope/
Y IIPUBJIEYHOCT 3a IMyOJIMKaTa — TPU Yaca Bo cabOTHUTE
Beuepu oJf 8 710 11 Ha IPBUOT KaHa1T HAa HanmonanHaTa
TeJIeBU3Hja, IIITO 3HAYU HajyZJapHO BpPeME — CTOU Sur-
prize, surprize (M3nenadysare, usHeHadysarbe) Ha
Anjyipea Mapus, cieneno of Teo, Ha Teo Tpangadup
u Duminica in familie (Hedeaa 80 cemejcitigoitio) Ha
Muxaesna Panynecky. Surprize, surprize Ha cBojaTa UH-
TEPHET CTPAHUIIA € OINHIIAHO KAKO ,JUHAMHUYHO IIOY
HAcOYEHO KOH IONIMpOKaTa IyOJuKa BO OOWA Ja T'H
00eIMHY JIyT'eTOo Mo/ CHMOOJINTE Ha JbyOOBTa U COJTHAAD-
HOCTA, IIOKPA]j Pa3JINKUTE BO TOJIUHH, ITOJI UJIU COLMjaIeH
cratyc.“ IleT roguHu MO pej, OCBOjyBa TUTYJIA 3a HAjI0-
6po 3a06aBHO IOy O7 OIMIITECTBEHHOT >KUBOT, KOJaIITO
ja nmogmesyBa crnmcanuero BHII 3a HeroBaTa KaMmama
,2Herysajre ro >kusoror”.® Illoyro Ha Teo 3amouHa BO
2001 rofluHa U /10 HEeJ3UHOTO 3aMuHyBame of IIPO TB
BO 2007 Taa ja UMallle HajBUCOKaTa TJIeZAHOCT 10 Yaco-
BeH cerMeHT. EfHa o mpuyuHuTe 3a Toa Oemre GakToT
IITO Toa Oellle eMUTYBAaHO IPeJ YIADHUOT TEPMUH Ha
CHUTe KaHAJIM, IMEHO TOKMY IIPe/l UHTEPBAJIOT OJf 7 JI0 11
yacoT HaBeuep. Hedena 80 cemejciligoilio, MaK 3a0YHa
BO 1998 roZiHa ¥ HAIPaBU Iay3a I0Pa/I¥ IOPOANIHOTO
OTCYCTBO Ha BOJIUTeJIKaTa. Torami, Bo MapT 2004 TOANHA,
Muxaena Pajiosiecky ce BpaTu BO yJIora Ha BOJIUTEJIKA Ha
IIIOYTO KOe O7] TOj MOMEHT CTaHa BOJlay Ha Ia3apoT Ha
IJIeZJaYH 110 YaCOBEH CEIrMEHT.

ITokpaj HEKOU PA3JIUKU, HUBHUTE III0Y EMHCHH CIIOe-
JIyBaaT OJIJIEJIHU eJIEMEHTH KOWINTO ja ob6e3bemyBaaT
IIPeJIBU/IJTUBOCTA KOJallTO ja CIIOMEHaB IIOTOpe, Ha IITO
BO rojieMa Mepa Ce IMOTIHpa YCIEeXOT Kaj ImyOJiuKaTa.
Mefy HUB, BPEZIHO € Jia Ce CIIOMEHE JIeKa BOJUTEJIKUTE
TU CIOZIeJlyBaaT CBOWUTE JIMYHH >KUBOTH CO HHUBHUTE
riieaun. Mo/IesioT ro mocTaBuja MelyHapO/THU TeJIEBU3-
WCKU BOJIUTEJIH, OJi KOU MOKeOu Hajmo3HaTa e Ompa
Bundpu 6uznejku ce ropzee co GakToT mMITO IMybIrKaTa
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and audience appeal — three hours on Saturday nights
between 8 and 11 p.m. on the National TV 1 channel, which
means the maximum peak time — is Andreea Marin’s
Surprize, surprize (Surprises, Surprises), followed by
Teo Trandafir’s Teo and Mihaela Radulescu’s Duminica
in familie (Sunday in the Family). Surprize, surprize is
described on its website as “a dynamic show addressed
to a large audience, trying to unite people under the
symbols of love and solidarity, despite differences of age,
sex or social stratus. It has won the title of best social
entertainment show for five years in a row awarded by
the VIP Magazine for its ‘Cherish Life’ campaign.”® Teo’s
show started in 2001 and up until her departure from
PRO TV in 2007 she had the highest ratings on her hour
segment. One of the reasons for this was the fact that it
was placed right before the prime-time of all channels,
namely just before the interval 7 p.m. to 11 p.m. Duminica
in familie, on the other hand, started in 1998 and took
a break on account of the host’s maternity leave. Then
in March 2004, Mihaela Radulescu returned to host the
show, which from that moment has been an audience
market leader for its hour segment.

Despite some differences, their shows share certain
elements that ensure the predictability I was mentioning
above, on which audience success largely counts. Among
them it is worth mentioning the hosts’ sharing their
personal lives with their audiences. The model was set
by international TV-show hosts of whom Oprah Winfrey
is probably the most famous as she prides herself on
the fact that her audience is always the first to know
the important things that happen in her life. Whilst Teo
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CeKorall IIpBa T J03HAaBa BaXKHUTE HEIITA KOUIITO CE
CJIydyBaaT BO HEj3UHUOT KUBOT. Jloeka Teo oTcekorart
300pyBajsia 3a CBOUTE MPOOJIEMH CO TEKUHATA U JiHe-
TUTE U IpobyBasia fa ru npebpoau Bo emucujara, Mu-
xaena Pajrysiecky Immak IOCTOjaHO BO HEJ3HMHOTO IOy T'U
CIIOZIETyBa CBOUTE CEMEJHU HCKYCTBA U PAZIOCTUTE KOU
1 TM HOCH OJTJIeZlyBameTO Ha HEj3NHOTO JieBojue. Taa
3a KOja JIUYHUTEe PabOTH ce Hepas3JABOEH JIeJl Of] CaMU-
OT Hej3uH OusHuC e AH/pea MapuH, KojalITo 3Ha4aeH
JleJ1 OJ1 HEJ3UHOTO 1oy 6a3mpa Ha ,CpeAayBameTo‘ Ha
JINYHUTE Ipo0sIeMH Ha Iy0OJIMKaTa, TaKa Taa CMeTa JIeKa
3HAYaeH JieJl 01 IOTOBOPOT € Taa Jja TO BKJIYYU U COII-
CTBEHHOT JKUBOT. 3aToa Hej3MHATa POMAHCa CO CJIABHU-
or akrep Credpan Banmka, momiaguoT - KojamTo ja
npeTBopu Bo AHpea Mapun — banmnka Bo 2005 roguHa
- IIpeTcTaByBallle 3HAYUTEJIEH JIEJT O] UCIIOBETHUOT Ma-
TEpHja BO HEJ3UHOTO I10y. CJIMYHO, BO TOOPHUOT CTUI
Ha Ompa, Hej3uHaTa IybsrKa Oellle IpBaTa KOJjallITo I'i
JI03HA 100pUTe BeCTH 3a Hej3UHATa OpEeMEeHOCT, IITO He
caMo IITO ja IOCTaBU HA MO3UIMja HA BUCTUHCKA Maj-
Ka - 10 JIEBETTOJIUIIHO WTpame Ha ysorara Ha zo6pa
TPIDKJIMBA MajuyrHCKa GUrypa Ha IesiaTa Halyja - TyKY,
HICTO TaKa ro UCIOJIHU U CTEPEOTUIIOT Ha yCIIelTHA JKeHa
KOjallITO MMa Ce, HO KOjalllTO He € BUCTHHCKU HCIOJI-
HeTa cé Jjo/ieka He poau fena. Cute TpU BOJAUTEIKU T'O
HCIIOJIHyBaaT Oapamero Aa OuzaT A06po obsedeHU U
IIPUBJIEYHH - APYT €JIEMEHT HA CTEPEOTUITHOTO Pa3MHUC-
JIyBame KOe I'0 IIPOMOBHPA TPAIUIIMOHATHOTO chakame
Jleka HeMa ycIlex 3a elHa JKeHa Kora He e ybaBa U ceMej-
HO ucnonHeta. Iypu u Teo, kojamro ce ynHelIe Kako
Jla IMa HaMepa /1a 'l u30eTHyBa OBUE IIIEMU CO TOJVHU,
CTaHa CpeKHA MajKa IIPeKy II0CBOjyBabe JIeTe U HEOZaM-
Ha OTKDM /IeKa MTOTKJIEKHAJIa Ha IeTaTa MOoHy/a 3a Opak
Ha HEj3UHUOT ,TaeH JbyOOBHUK" Mapujan KoHcraHTH-
HecKy, Ousiejku Oellle cTaHaJla MHOTY IIPETIIA3/IMBA U
paHJIMBa [0 IpONaramkeTo HA HEJ3UHUOT IPB Opak.’
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always discussed her weight problems and the diets
she tried to overcome them on air, Mihaela Radulescu
constantly shares her family experiences and the joys
of raising her baby girl in her show. The one for whom
personal matters are an inseparable part of her very
business is Andreea Marin, who bases an important part
of her show on “fixing” the audience’s personal problems,
hence she sees it as a fair part of the deal to also bring
her own life in. Thus her romance with the well-known
actor Stefan Banica, Jr. — as a result of which she became
Andreea Marin-Banica in 2005 — made the substance
of a significant amount of confession material in her
show. Likewise, in good Oprah fashion, her audience
was the first to learn the good news of her pregnancy,
which not only placed her in the position of an actual
mother — after nine years of playing the part of the good
caretaking mother-figure of the nation — but also fulfilled
the stereotype of the successful woman who has it all but
who is not actually fulfilled until she has children. All
three hosts meet the requirements of being well-dressed
and good-looking — another element of stereotypical
thinking which promotes the traditional thought that
there is no success for a woman in the absence of beauty
and family fulfilment. Even Teo, who seemed intent
on breaking these patterns for years, became a happy
mother by adopting a child and was recently revealed
to have given in to the fifth proposal coming from her
“secret lover” Marian Constantinescu, having become
very careful and vulnerable after the failure of her first
marriage.’
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H3nenadysarve, usHeHadysarse € pOMaHCKOTO TeJIEBU-
3UCKO 110y KOe UMa HajopojHa mybsirka. OBa ce I0JIKH,
Mel'y Ipyroto, Ha (aKTOT IITO KOHKPETHHUTE CJIydau
Ha KOU Ce TPajyl MIOyTO HE Ce CaMO IPETCTaBEHU, TYKY
BO IIOYTO HAaBHCTHHA CE CJIydyBa MU3HEHA/TYBAIETO OF
CTBapHOTO pelllaBame Ha mpobsieMoT. CuTe 3Haar Jieka
JIOKOJIKY HEKOj cJIy4aj ce IMpukaxke Ha HM3Henadysarse,
usHenadysarke, Toa 3HAUU JieKAa €KHUIaTa 337 LIOYTO
HEKaKo Ke T0O eIy U CIeKTaKyJapHUOT UCXOJ, Ke Ouze
IIpUKakaH Ha TeyleBusuja. OBa IIOY ce NMPUKAXKyBa OF
1998 roAiMHA ¥ OKPAj KPUTHKUTE YIIaTEHU KOH CAIlyHO-
BUJIHUTE CEHTHMEHTATHU IIPETCTaBU HA CpIiernaparesi-
HUTE CJIy9al, OOMYHO MOTKPEIEHHN CO COO/IBETHA MY3H-
Ka KOjaIlITo r'o IMOTEHIPa OBa YyBCTBO Kaj ITyOIuKaTa co
HEKHO CpIIE, IIITO MOKE JIa TO IOTIIOMOTHE COOUPAKHETO
CpEeZICTBa KOE YeCTO ce MPAKTUKYBA, CE YHMHU JIeKa HUIIITO
He MOJXKe Jia 3acTaHe Ha IATOT HA HEroBaTa rosieMa
IIPUBJIEYHOCT 3a IyOsmkara. [IpuoHecyBa 1 HETOBOTO
€MUTYBabe BO y/lapeH TEPMHH, BO CA0OTHUTE BeUYEPH
Ha HaIlMOHAJIHATa TeJjieBU3HWja, Ouyejku Bo Pomanuja
c€ YIITe UMa JIeJIOBU KaJie IITO Ce JOCTAIlHU caMo KaHa-
JIUTe Ha HAIMOHAJHATa TeJjleBU3Wja. /[pyro 3Ha4ajHO
»3a“ € BpcKaTa Ha II0yTOo co peasiHocTta. [lokpaj neranu-
T€ OKOJIy IIPUBATHUOT KUBOT HA BOJAUTEJINTE - KOHBEH-
[[Mja TIOYNUTYBaHA OJf CTPaHA HA CUTE TEJIEBU3UCKHU IIOY
IIporpamu, 0co6eHO 0J1 OHHEe KOW UMAaaT BOJUTEIKH — Ha
[IOeJIMHEYHH JINI]A HAaBUCTUHA MM ce IoMara Jia 700u-
jaT IOMOIII BO pellaBameTo Ha MpobseMUTe MOBP3aHU
CO 37IpaBjeTo, CEMEejCTBOTO, KUBOTHUTE IPUJINKHA UTH.
[TpuToa, MmIOYTO, KOEWITO JEKJIAPUPAJIO JT0OPOTBOP-
Ha OpHeHTanuja, Oemie JieJl 07 IOroJIEeMH KaMIIabH.
Enen TakoB mpuMep e cobHpameTo MapuyHa IIOMOIIT
3a JKPTBUTE Ha IOIUIABUTE BO JIETOTO 2006 rofvHA, 3a
BpeMe Ha kou AHfpea Mapun Gellle MHOTY aKTHBHA,
MaKo MMa MHOTY IJIyMa BO Hej3WHATA MOJAPKyBauKa U
3AIITUTHUYKA YJIOTa MOJIHA CO pa30Mpame U COIyBCTBO
3a JIyf'eTo Ha KOU UM Tpeba IIOMOIII, KOjalllTo Taa ja u3-
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Surprize, surprize is the one Romanian TV-show which
enjoys the largest audience. This is due, among other
things, to the fact that the concrete cases on which the
shows are built are not just presented, but the surprise
of actually fixing the problem does occur. Everybody
knows that if a case is shown on Surprize, surprize
it means that the crew behind it is going to solve it
somehow and the spectacular outcome will be shown on
TV. This show has been going on since 1998 and, despite
criticism surrounding its soap-opera-like sentimental
presentation of heart-breaking cases, usually backed up
by matching music that increases its appeal to tender-
hearted audience members that might consequently
contribute to the fund-raising often involved, it seems
that nothing can get in the way of its large audience
appeal. Its Saturday night peak time on national
television contributes to this, as there are still areas of
Romania where only national television channels are
accessible. Another important pro is the show’s reality
connection. Apart from details about the host’s private
life — a convention observed by all TV-shows, especially
women-hosted ones — individual people are actually
helped to solve problems related to health, family, and
life opportunities and so on. Moreover, the show, which
has declared charity orientation, has been involved in
larger campaigns. One example would be fund-raising
for victims of floods in the summer of 2006, during which
time Andrea Marin has been very active, even though
there is a large amount of performance in her supportive
caretaking role full of understanding and compassion for
people in need, which she performs in a way that meets
the expectations the audience has of a woman. After
all, even though her Levintza-designed outfits are the
insignia of a social status which is far above the level of
the cases presented in the show, one cannot deny the fact
that they are very persuasive elements of a body rhetoric
that serves the cause of “the people” very effectively.
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BeJlyBa Ha HAYMH IIITO I'M 33/I0BOJIyBa OUEKYBambaTa KON
my6JIMKaTa TM MMa 3a effHa jkeHa. KoHeuHo, iypu nako
HEej3UHUTE Mapyuba obJieKka [u3ajHupaHu o7 JIeBuHIa
ce 3HaK 3a COI[MjaJTHUOT CTATyC KOJIITO € JajieKy Has
HHUBOTO Ha CJIyJ4auTe IMPe3eHTUPAHU BO IIOYTO, HE MOXKE
Jla ce Herupa (akToT JileKa THe ce MHOTY YOe[JIUBU eJie-
MEHTH Ha TeJIeCHA PeTOpPHKa KOjaIlITO MHOTY YCIEIIHO
My CJIy>KH Ha ,,HapoAoT".

OBaa peropuka ¢GyHKIIMOHMPA HA HAYHH IITO BHUMA-
TEJIHO TU TMOTBPZAyBa OapamaTa KOU TU IMOCTaBYBa €K-
CTPEMHOTO TaTPHjapXaJITHO pa3MUCTyBame, OUAejku e
JIeJI 071 OHa IIITO TPAJUIIMOHAIHO € II03HATO KaKo ,,00pa
JKeHCKa cTpaTeruja“: ;o00pHuoT usriiesn, goopara ToajaeTa
U IpeNpeseH0TO O/IHECYBAIbe Ce M3BOPHM Ha JKEHCKaTa
MOK BO IaTpHjapxajoTo onmTecTBo. Kako mTo mokaka
HCTpaKyBamweTo HarmpaBeHo o ®sopuHa bpauneany
(Florina Bradeanu), eiHa o MOUTE KAaHAUAATKY 32 Maru-
cTepcka paboTa Bo 2007 roJIUHA, JIyr'e O/ CHTE BO3PACTH,
POZIOBH W COILMjaJIHU TIO3WIUU ja Tuiemaat M3HenHady-
sarbe, U3HeHadysare Mopajgy CrocoOHocTa Ha AHzpea
MapwuH ia mpaBu 1I00po | /1a ja urpa yJorara Ha ,,Jo0pa-
Ta BUJa“. PanupeHo e BEPyBambEeTO JIeKa HAJroJIEM JIEN
0/1 Hej3MHaTa IMyOJInKa ce JIyl'e 0] pypaJHUTE IeJIOBH, HO
TOa He € BUCTHHA OU/IejKU HU3 Pa3roBOP CO JIyre Off yp-
OGaHUTE JIeJIOBH OTKPUB JieKa roJIeM JieJl 01 HUB TO IJie/ia
moyto. PaKToT JieKa ImybJInKaTa e JIeJ1 0] MAapaTOHCKOTO
MpOAyLIpake CplernapaTe/iHd U IJIaWINBU U3HEHATY-
Barba UM Ce JIolara Ha TOJIKY MHOTY POMaHIIM IIITO IOy TO
Ha AHZipea MapwuH ucnara HajIyieJIaHOTO BO HEj3UHUOT
TepMuH."> HeogaMHeITHO MpU3HAaHUE 32 MOKTa HAa AH/I-
pea MapuH Gellie HEj3MHOTO YYECTBO BO 3aII0YHYBAHETO
Ha yIIITe €JTHA ITPOTpaMa co pa3roBOP BO CTY/IMOTO BO JyHU
2006 roZinHa, KOjalITo Io MPUAPYKHU HAITMOHAJIHOTO UC-
MUTYBab€e HAa JaABHOTO MHEHHE 3a HajroieMuoT Pomaner
Ha curte BpeMumwa. Kammawara I'oaemuitie Pomanuu,
KOjaIlITo MakK 0/ CBOjaTa cTpaHa nmosajmu ¢popmat Ha bu-
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This rhetoric functions in terms that carefully confirm
the requirements of hard-core patriarchal thinking,
being part of what is traditionally known as “good female
strategy”: good looks, smart outfits and feline behavior
are the sources of female power in a patriarchal society.
As shown by a survey done by Florina Bradeanu, one
of my MA dissertation supervisees in 2007, people of
all ages, genders and social positions watch Surprize,
surprize because of Andreea Marin’s ability to do good
and perform the “fairy godmother.” It is widely believed
that the largest part of her audience is formed by people
from rural areas, but this is not real, since when talking
to people in urban fields, I have discovered that a large
proportion of them watch the show. The fact that the
audience is part of a marathon of making heart-breaking
and tears-shedding surprises appeals to so many
Romanians that Andreea Marin’s show turns out to be
the most widely watched in its time segment.”® A recent
acknowledgement of Andreea Marin’s power was her
involvement in thelaunching of another studio discussion
programme in June 2006, which accompanied a national
survey meant to determine the greatest Romanian of all
times according to public opinion. The Great Romanians
campaign, which in its turn borrowed a BBC format that
was also run in other European countries such as France,
Germany and the Netherlands, appealed, through the
voice of its presenter Catalin Stefanescu, to the support
of Surprize, surprize on the night of its launching. On
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OU-cH KOjIIITO ce EMUTYBAIIIE U BO IPYTH €BPOIICKH 3eMjU
kako ®paunnuja, l'epmanuja u XosaHauja, mpeKky I1acot
Ha Hej3uHUOT BoguTen Karanun Credanecky, yrnatu mo-
BUK 3a mojjapiika ox Hanenadyseare, usveHadysarse
HCTaTa Beuep Kora IIOYHA Jla ce eMUTyBa. Bo Taa mpu-
rozia, Aasipea MapuH JJOCTOMHCTBEHO T'0 ITpHdaTH TOBHU-
KOT ¥ ITIOHYZAY HEj3UHOTO IOy Jia ¥ IIOMOTHE Ha KaMIla-
aTa KOjallITo Taa ja Hapeye HajroJeMHUOT 3alITUTHUK
Ha HapoZ0T Bo 3eMjaTa“. Jlozeka co mpaBo pu3HaeHaTa
MOk Ha MapuH ce JI0/0KU HQjMHOTY HA HEJ3UHHOT MUM-
IIPECUBEH CIUCOK Ha JIOCTUTHYBamba, KAKo IITO IMOKaXKa
MHTEpPHET CTpaHuIarta Ha H3HeHadysare, usHeHaldy-
earve,' TAaKBUTE IJIAMYPO3HU MOMEHTH Ce IOTBpJa Ha
dakToT meka MOKTa Ha JJMYHUOT UMUIl HA €JleH YOBEK
Urpa YyIITe MOIPEeCy/IHA BO OHOC Ha IPUBJIEYHOCTA 32
my6iMKara.

3aKnyyox

3a 1a ce TOBP3e BJIMjaHUETO BP3 IMyOJIMKATa U YIECTBOTO
Ha IMy0JIMKaTa, PEYrCcH U He IIOCTOU COMHEX JIeKa Mojie-
JIOT Ha KEHCKOCT KOjIITO IO IIPETCTaByBaaT POMaHCKUTE
TeJIEBU3UCKH 110y EMUCHUH BOJEHU OJI *KE€HH, 332 KOU Ce
pacIipasatiie orope, ce HUIIA yA00HO ITOMery TpaJIUITu-
jata v eMaHITUTIAIKjaTa U, TIOPAJI0 OTKOJIKY J1a JOHECYBa
O/UTyKa BO KOPHUCT Ha €JHOTO WU JIPYyroToO, IIpe3eMa
PU3UK HA IPOMOBUPAE Ha KEHCKU MO/IEJT KOj TH 33/10-
BOJIyBa JIBETE, IITO TEIIKO MOKE JIa TO CJIeAaT Jylre of
peasnHOocTa. TesleBU3UCKUTE IOy IPOTPaMH BOAEHU OF
>KEeHU HaBUCTHHA IPOMOBHUpPAaT CJIMKA Ha CHJIHA He3a-
BHICHA JK€HA, YCIIENIHA BO cBOjaTa paboTa, HO OBOj yCIex
cmeTa, bapeM JieJIyMHO, Ha HCIOJIHYBAHhETO U 3aI[BPCTY-
BaIbETO Ha BeKe ITOCTOjHUTE Oapama KOU T IIOCTaByBaaT
IpefpacyauTe IMOCTABEeHU O CTEPEOTHIIHUTE MaTpH-
japxanuu norienu. [lomynapHara TeeBU3HMja CEKOTarll
[IOBJIEKYBa JINHUja TOMely TpaAuIiijaTa ¥ eMaHIUIalu-
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the occasion, Andreea Marin gracefully accepted the
request and offered the help of her show to the new
campaign, which she called “the biggest tribune in the
country.” Whilst Marin’s rightfully acknowledged power
is greatly the merit of her impressive list of achievements,
as shown by the Surprize, surprize website," such
glamorous moments stand proof of the fact that the
power of personal image plays an even more crucial part
as regards audience appeal.

Conclusion

To connect audience impact to audience participation,
there is hardly any doubt that the model of femininity
proposed by the Romanian women-hosted TV-shows
discussed above wavers comfortably between tradition
and emancipation and, rather than making a decision in
favour of one or the other, assumes the risk of promoting
a female model that satisfies both, difficult to reach by
real people as it may be. TV-shows run by women hosts
do promote an image of the strong independent woman
successful in her business, but this success counts, at least
partially, on meeting and reinforcing the already existing
requirements of prejudiced thinking set by stereotypical
patriarchal views. Popular television always draws a line
between tradition and emancipation which is fine enough
to maintain the interest of as wide a range of audience
categories as possible. Yet the pressure put on women’s
shoulders by this new type of double-think that seems
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jara, IITo e JOBOJIHO 32 JIa ce 33/IP>KU HHTEPECOT Ha IITO
€ MO’KHO TIOIIUPOK KPYT IJIeaud U KaTerOpuu Ha myo-
snmka. Cenak, u3ryena fieka MpUTHUCOKOT CTaBEH Ha JKeH-
CKHUTe IUIEKH CO OBOj HOB HAauWH Ha JBOjHA-pa3MUCIIa,
KOJaIIITO Ce YMHU KaKO JIa Jioara BO MAKET CO MMPUCTAILy-
BameTo KoH EY, e mpuiMyHO roJiem, yIiTe ImoBeke Io-
pajzi1 Toa IITO, CO OIJIE/ HA PEYHCH IIEJIOCHOTO OTCYCTBO
Ha aKTUBHO (PEMHUHHCTUYKO JIBIKEEHE CO 3HAYUTETHO
OIIIIITECTBEHO BJIMjaHWEe BO PomaHUja, TEJI€BU3UCKUTE
IOy TPOTPaM# OOMYHO T'O JUKTUPAAT TPEH/IOT.

[TpeBox ox anTIKicKH ja3uk: PogHa PyckoBcka
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1. 3abaBHuTe MporpaMu Kako Iro ce ,,Se cauta vedete” (,,Bo
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to have come in a package with EU accession is quite
significant, the more so as, given the virtual absence of
an active feminist movement with any significant social
impact in Romania, the trend-setters tend to be the TV-
shows.

Notes:

1.  Entertainment programmes such as “Se cauta vedete”
(“Looking for Stars”) or “Steaua fara nume” (“Stars
without a Name”) launched an important number of stars
of Romanian pop music such as Corina Chiriac, Mirabela
Dauer, Olimpia Panciu, Dida Dragan, Adrian Romcescu
or Angela Similea. Gender codes back then... The dialogue
with the audience was minimal, or better said it did not
exist at all.

2. Margaret Morse, “News as Performance: The Image
as Event,” in The Television Studies Reader, edited by
Robert C. Allen and Annette Hill (London and New York:
Routledge, 2004), 212.

3. Sonia Livingstone and Peter Lunt, “Studio Discussions,”
in The Television Studies Reader edited by Robert C.
Allen and Annette Hill (London and New York: Routledge,
2004), 322.
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Oxford: Oxford University Press), 14.

5. Idem.
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