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ABSTRACT 

 

This research analyzes “telenovelas” in Brazil, with the objective of defining to what extent 
these popular programs represent a dream factory, literally as an industry that sells dreams 
and metaphorically in terms of profitability. The angle of this exploratory study will focus on 
product placement in Brazilian “telenovelas” that is the promotion of a product integrated in 
the plot or the settings themselves. The purpose of this thesis is to highlight best practices in 
terms of merchandizing, by analyzing the reactions - in theory and in practice - of audience 
when confronted to product placements in “telenovelas”. A sum up of books and papers 
already published on the subject within a classic literature review will allow us to have a 
theoretical point of view on the matter. The collection of qualitative primary data through the 
conduct of several interviews will lead us to confront these theories to practice and identify 
main trends allowing brands to be as efficient as possible when promoting a product through 
televisual programs in general, and “telenovelas” in particular.  
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RESUMO 

 
 
Esta pesquisa analisa as telenovelas no Brasil, com o objetivo de definir em que medida esses 
programas populares representam uma fábrica de sonhos, literalmente como uma indústria 
que vende sonhos e metafóricamente em termos de rentabilidade. O ângulo deste estudo 
exploratório se concentrará na colocação de produtos em "telenovelas" brasileiras, que é a 
promoção de um produto integrado na trama ou as próprias configurações. O objetivo desta 
tese é destacar as melhores práticas em termos de merchandising, analisando as reações - na 
teoria e na prática - da audiência quando confrontada com colocações de produtos em 
telenovelas. Uma soma de livros e artigos já publicados sobre o assunto dentro de uma 
revisão de literatura clássica nos permitirá ter um ponto de vista teórico sobre o assunto. A 
coleta de dados primários qualitativos através da realização de várias entrevistas nos levará a 
confrontar essas teorias para praticar e identificar as principais tendências que permitem que 
as marcas sejam tão eficientes quanto possível na promoção de um produto através de 
programas televisivos em geral e, especialmente, de telenovelas. 
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Introduction 
 

 

 Brazil is one of the countries in the world where television is the most popular. 

Indeed, «there are more televisions than refrigerators»1 as, according to Target group Index, 

98 % of households have at least one television2. And among the programs broadcast by TV 

Globo - the biggest Brazilian media firm - “telenovelas” are probably the most popular type. 

They are very different from American soap operas and have a real incidence on the daily life 

of thousands of Brazilian people, which makes the relevance of the analysis. The most 

striking example concerns fashion, as “telenovelas” are literally used as a shop window for 

brands, through product placement, or tie-in, consisting in the promotion of products or 

services integrated within the plot or scenes themselves. This practice is very common in the 

United States, but also in Brazilian “telenovelas” and could be called a dream factory both 

because it contributes to «selling dreams» to Brazilian audience, and because it is very 

profitable - for TV Globo and advertisers. I decided to analyze to what extent this 

metaphorical parallel could be made, by choosing the research problem: «”telenovelas” in 

Brazil: a dream factory?», taking publicity and product placement as main angle of analysis. 

Given their impact on Brazilian economy and society, it is actually surprising that there has 

been quite little attention paid to “telenovelas” in literature, most of the research taking the 

form of sociological critiques. Indeed, Brazilian “telenovelas” have appeared in the 1960s, at 

first as a tool used by the military dictatorship to unify the country. Studies on the subject 

weren’t really developed, partly due to censorship, and the field of study gained visibility 

with the return to democracy in 1985. Several academic papers analyzing “telenovelas” have 

been published since then, but quite a few have focused on the specific angle of product 

placement. The main objective of this thesis was to explain a specific phenomenon rather 

than increasing theory. Indeed, questions remain on this particular subject: how are products 

and services placed in “telenovelas”? What type of product placement is the most efficient? 

To what extent does this publicity influence economic and social reality?  

  Without the pretense of being exhaustive on this topic, the structure of the project will 

be a classical three-part development. I will first give a synthetized presentation of 

                                                
1 Nelson Hoineff, President of the Instituto de estudos de televisão 
2 Retrieved from https://www.kantaribopemedia.com/a-jornada-do-consumo-televisivo-em-diferentes-
plataformas/ 
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“telenovelas” – history of this genre as well as the industry itself – and their relationships 

with publicity through the scope of a detailed literature review. I will then explain the 

methodology of my research before presenting its results and a few conclusions.  

 

 This research was based on both primary and secondary data to get a clear 

overview of the impact “telenovelas” have on Brazilian economy and society, through the 

lens of social and product merchandizing. In order to get a clear understanding of this subject, 

I decided to combine both primary and secondary data, however all of them are qualitative. 

The combination of both methods should guarantee the reliability of the analyses and 

recommendations presented in the last chapter. The secondary data, synthesized in the 

literature review, covered papers as well as documentaries and radio emissions, gathered on 

physical and online libraries. The primary data was collected through interviews - face-to-

face or via Skype when necessary - conducted with ten people, with different backgrounds, 

ages, and relationships towards “telenovelas”. In order to conduct a deep analysis of media 

practices in Brazil and the reception of merchandizing within “telenovelas” I decided to 

conduct semi-directive interviews using an interview guide open to modifications. This 

choice helped me understand rather than describe, with a certain flexibility of open-ended 

questions that add information not specifically asked for. It also led me to obtain qualitative 

data as precise as possible, even though it will not allow me to draw general trends, which is 

one of the general downsides of field research through interviews. Furthermore, some limits 

were found in the conduct of the interviews itself, a large majority of informants living in the 

state of São Paulo and being part of what could be defined as a high-class society. It may 

have been more interesting to interview a larger panel in order to reflect the great differences 

that exist in Brazil, but that was made impossible due to limited resources and lack of time.  
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1. Presentation of “telenovelas” and literature review 

 
 As stated above, and as difficult to believe as it may seem, studies on Brazilian 

“telenovelas” haven't really been developed since their appearance. An element of 

explanation could be the censorship allowed by the military regime, as this area of study 

gained visibility with the return to democracy in 1985. Several academic papers analyzing 

“telenovelas” have been published since then, and while very focused on sociological and 

historical analyses rather than product placement itself, they are very useful to understand 

the specificities of this genre, unique in its kind.  

 
1.1 - Presentation of “telenovelas”  

 

1.1.1 - History of “telenovelas” 

 

1.1.1.1 - Genesis of a genre  

 

 

 “Telenovelas” as we know them today - and as we’re analyzing them in this thesis - 

have to be understood as the result of a process that can find its roots as far as the 18th-

century English novels and the 19th-century French feuilleton. These stories were related 

chapter by chapter in daily newspapers by renown authors such as Honoré de Balzac or 

Alexandre Dumas (Stern, 2006).  

 

 The apparition of radio gave a new momentum to the feuilletons. Indeed, radio-soap - 

produced by big firms such as Colgate-Palmolive or Procter and Gamble - first started in 

the United States before being exported to Cuba, real crib of the radionovela, in the 1930s 

(Stern, 2006). Defined by Felix B. Caignet - probably the most famous Cuban author of 

radionovelas - as «spectacles to be seen with one’s ears»3, they encountered huge success 

among the population. They were quickly exported to the rest of Latin America and, as 

                                                
3	  Cited	  by	  Joyce	  (2010) 
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reported by Mazziotti (2006), they have evolved through four different steps that can help 

us understand the unique specificities of this genre. The first step, called the initial period -  

that extends from the 1930s to the 1950s - announced the beginning of “telenovelas” on 

television, both of them created almost at the same time in a large majority of countries. 

The first Latin-American “telenovelas” began in Mexico. Directly linked to the Cuban 

radionovela, they were played on air. Mazziotti calls the second step the "craft period", 

lasting from 1950 to 1960. Indeed, thanks to the quick technological progress that took 

place during this decade - such as the creation of video cassettes - “telenovelas” began to 

be recorded, which represented a major evolution in the definition of the genre. The third 

step is the industrial period, from 1960 to 1980. During this period, the genre got more and 

more established and began to be standardized. Differences appeared between Latin- 

American countries; namely: Mexico - with Televisa - and Brazil - with Globo. Finally, 

during the fourth period, transnationalization period - from 1990 to today - a major 

phenomenon occurred: the modification of “telenovelas” in terms of realization quality or 

audiovisual norms that have to adapt in order to be exported to the rest of the world.  

 

 

1.1.1.2 - Specificities of Brazilian “telenovelas” 

 

Brief history of Brazilian “telenovelas” 

 

 Television was first introduced in Brazil in 1950, as part of a long period of 

modernization of the country that took place during the Vargas-Kubitscheck era. On 

December, 21st 1951, the firm TV Tupi launched its first “telenovela”, Sua vida me 

pertence, written by Walter Forster and played on air by Tarcisio Meira and Gloria 

Menezes every Tuesday and Thursday nights (Thomas, 2003). After a series of successful 

adaptations - among which: A moça que vinha de longe and O direito de nascer - TV Tupi 

innovated with the first Brazilian “telenovela”, Beto Rockfeller, broadcast in 1969. Written 

by Bráulio Pedroso and directed by Lima Duarte, it portrayed a new type of hero: a 

modest man dreaming of escaping his poor social condition through a romantic encounter 

and pretending to be a millionaire. Beto Rockfeller represents a key milestone in the story 

of Brazilian “telenovelas” as it introduced a modern dramatic spirit (Rêgo, 2003) and 

created the novela verdade (true novela) that would soon become a typical Brazilian 
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specificity. Indeed, characters are from very different social backgrounds and use 

colloquial language rather than traditional dramatic speech while the plot is more deeply 

embedded in Brazilian reality. 

 

 However, despite the huge success of this “telenovela”, TV Tupi was soon outpaced 

by TV Globo, which would master the genre from the 1970s until nowadays, with well 

known “telenovelas” such as Selva de Pedra (1972) or Pecado Capital (1975) written by 

Janete Clair, inventor of the «Globo spirit» (Thomas, 2003). TV Globo has innovated 

throughout the years, strengthening its supremacy, with more modern productions such as 

Terra Nostra (1999) or Avenida Brasil (2012). By the end of the 1970s, 70% of its 

revenues were coming from “telenovelas” (Thomas, 2009) and the firm remains, 

nowadays, the leader in terms of audience, even if it is currently facing a decline in its 

popularity, as we will see later on. 

 

Specificities of Brazilian “telenovelas” and comparison with soap operas 

 

 “Telenovelas” and soap operas could be considered as similar genres that present the 

same characteristics. Indeed, the definition of a saga, as proposed by Bianchi (1990), can 

be applied to both of them:  

 

«Every sequence generally ends with a close-up on key-characters 

and the camera almost never films actions but aligns kilometers of 

images of characters that talk to each other while standing in pre-

determined positions with restricted evolutions. The camera limits 

itself to framing caricatural landscapes through the accumulation 

of visual signs (...) Everything is made for maximum readability, so 

that the program can be accessible to a large majority.»  

 

 

Indeed, like soap operas, “telenovelas” are usually focused on complicated and redundant 

discussions about treasons, impossible love stories and familial complexities, while 

characters can easily be classified in two separated groups: the good and the bad people.  
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 However, as noticed by Trinta (2005), «on the whole, Brazilian “telenovelas” have 

gone a step beyond the traditional paths followed by American soap opera. They have 

made remarkable progress in both thematic and aesthetic terms, developing into a new 

form of dramatic expression». Indeed, there exist many differences between soap operas 

and “telenovelas”. First of all, contrary to soap operas, “telenovelas” aren’t only focused 

on main characters. Secondary characters are also very important, as they often bring a 

funny touch to the story. “telenovelas” with, on average, 200 episodes, are a lot shorter 

than soap operas and, as noted by Mazziotti (2001), differ by their resolution. Indeed, 

“telenovelas” always end up with the triumph of good on evil, in accordance with the 

morale of melodrama genre.  

 

 Finally, Brazilian “telenovelas” have an important social dimension, through social 

merchandizing, as we will see later on in this paper, unlike American soap operas which 

don’t engage on this path: «soaps ignore the outter world (...) and a celebration of 

materialism in the characters’ world that represents the neglect of an opportunity for 

positive influence» (Stern, 2006). These social messages also reach a wider audience in 

Brazil, as “telenovelas” are aired at prime time, contrary to soap operas which are usually 

broadcast during the day. 

 

 

1.1.1.3 - From 1965 to nowadays: politics and “telenovelas” in Brazil 

 

 

 Rede Globo, or TV Globo, part of the mediatic conglomerate Globo, was founded in 

1965 in Rio de Janeiro by the journalist Roberto Marinho. With five television stations - in 

Rio de Janeiro, São Paulo, Belo Horizonte, Brasilia and Olinda - the network covers 

98.44% of the territory, that is 99.5% of the population (Thomas, 2010). Rede Globo is the 

second most important private televisual network in the world, after the American firm 

ABC (Thomas, 2010). 

 

 The history of this firm is inseparable from the history of dictatorship in Brazil as it 

has been used as a powerful tool for political propaganda. That is why we decided to 
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follow the same four-time structure used by Porto (Porto, 2003) when explaining the 

evolution of Brazilian politics and its links with “telenovelas” from 1965 to nowadays.  

 

1st period: From 1965 to 1973 

 

 In 1964, a military coup d’Etat installs a dictatorship in Brazil, that will last until 

1985. When in 1968, the darkest period - with its tortures and disappearances - starts, 

politics is banned from television, censorship being at its highest level, present in almost 

all type of art. “telenovelas” are the only remaining media left on Brazilian channels, 

sanitized from all type of political idea, unless they reflect the «official nationalism». 

Some words become taboos, such as «colonel», «captain», «hatred» or «revenge». The 

“telenovela” Roque Santeiro, about a rich land owner is entirely prohibited (Thomas, 

2010). 

 

2nd period: From 1973 to 1985 

 

 The end of the «Brazilian miracle» era and the threat represented by the economic 

crisis for the new middle-class weakened the official nationalism after 1973. Political 

opposition grew, along with the period of «abertura», a process of political opening led by 

General-President Ernesto Geisel. The role of TV Globo in this period is very well 

described by Kehl (1968, p.259):  

 

«The moment demanded TV to fulfill this role: the 1973 “oil 

crisis” contributed to accelerating the end of the economic 

expansion, here, and the middle classes, until then unconditional 

allies of the national bourgeoisie’s projects for the country, started 

to show the first signs of dissatisfaction. Globo tried to face 

emergent issues, in an attempt to contribute to the building of a 

new social consensus (from which most of the working class had 

been excluded) or to the renewal in reformist terms of the 

consensus created between 1964 and 1968.» 
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Therefore, in this new context, TV Globo realized the need of a reform to the official 

nationalism, by incorporating issues and demands from the social reality - under evident 

control of censorship - instead of hiding them like during the first period (Carvalho, 1980, 

p. 17). For instance, the “telenovela” O Bem Amado (1973), written by Dias Gomes and 

describing the adventures of the corrupted prefect of Sucupira, Odorico Paraguaçu, is a 

funny satire of the dictatorship, as described by the script writer himself in his 

autobiography (1998, p. 276):  

 

 

«In these stories, I always looked for inspiration in political facts, 

satirizing and criticizing the «system», in a period when 

censorship did not allow that. O Bem amado was a small window 

opened in the big wall of obscurantism built by the military 

regime.» 

 

 

Not only did this “telenovela” reflect the political evolution of the period, but it also 

contributed to accelerating it (Porto, 2003). In the “telenovelas” O Espigão (1974) and O 

Grito (1975), one can see a criticism to the consequences of Brazil’s chaotic urbanization, 

describing big cities and the alienation of the population towards real estate companies. If 

these types of critical “telenovelas” remained quite limited during this period - mainly due 

to censorship and self-censorship - they help us see the growing links between fiction and 

reality in Brazil, phenomenon that we will analyze all along this paper. When General 

Golbery do Couto e Silva resigned from his position in the Presidential Cabinet, for 

example, he told the journalists «Don’t ask me anything. I have just left Sucupira»4.  

Sucupira is actually the name of the imagined city in O Bem Amado. Thus, Golbery 

himself ironically recognized the parallel drawn between the fictive “telenovela” and the 

real criticism of the military regime.  

 

3rd period: From 1985 to 1993 

 

                                                
4	  Cited	  by	  Fadul,	  1993,	  p.	  146 
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 The arrival of a civilian president along with the end of censorship inaugurated a new 

era for Brazilian “telenovelas” allowing writers to describe more freely their political and 

social environment, addressing contemporary issues. The “telenovela” Roque Santeiro, 

which had been banned during the dictatorship, was allowed back on screens in 1985, 

representing an allegory of Brazil’s new democratic government, subtly criticizing the 

political transition that was taking place in the country. This “telenovela” was so 

successful its last episode was watched by the historic number of 100 % of audience 

(Vink, 1988, p. 179). 

 

 By the 1980s, the problems caused by the modernization of Brazil - namely 

corruption, social inequalities etc. - had become serious and “telenovelas” started to 

develop a general cynical and pessimistic attitude towards the country and its political life. 

Vale Tudo (1988), for instance, describes the story of Maria de Fátima, a young woman 

who desperately seeks for social ascension, whatever the means used, in a complete 

opposition with her virtuous and honest mother. Another plot is the murder of Odete 

Roithman, which kept the audience breathless until Marc Aurélio, involved in the 

assassination, flees out of the country with millions of stolen dollars. This scene clearly 

criticizes the impunity for unscrupulous and corrupted politicians and businessmen in 

Brazil. Some say this particular “telenovela” and the emphasis put on corruption and 

inefficiency of the government helped building a political conscience that preceded the 

first democratic election in 1989 (Lima, 1993; Rubim, 1989; Weber, 1990). Indeed, Collor 

won the presidency with a moralist and anti-corruption campaign one could easily link to 

Vale Tudo’s critics.  

  

  In 1992, the mini-serie Anos Rebeldes, written by Gilberto Braga, was broadcast. It is 

also the first “telenovela” to describe the dark period of Brazil, and the exactions of the 

dictatorship, by including archive images into the fiction. Once again, one can’t help but 

notice the dialogue between the two spheres reality and fiction. Indeed, as described by 

Thomas (Thomas, 2010), «This “telenovela” liberated speech. People began to talk about 

dictatorship». Moreover, despite his promises, Collor was accused of corruption. During 

the manifestations that took place all over Brazil for his impeachment, one could see 

people holding signs with written on it: «Anos Rebeldes, next episode: Collor’s 
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impeachment»5 (Thomas, 2010). While anchoring fiction into reality, this restitution of the 

years of dictatorship through “telenovelas” also builds a particular type of Brazilian 

Memory and nationhood we will analyze deeper later on in this paper. Since the incredible 

success of Anos Rebeldes, the 6pm timetable is dedicated to historical reconstitutions or 

literature adaptations.  

 

4th period: From 1993 to nowadays  

 

 This period has represented a deepening of Brazilian democracy, along with a 

stabilization of the economy after plano Real initiated in 1994 by Cardoso. “telenovelas” 

began to renew their description of national identity, that started to become more 

optimistic and confident and less cynical. The most striking example of this change in 

mentalities is the “telenovela” Pátria Minha (1994) that relates the story of a couple, 

Pedro and Ester, who live in the United States. While Pedro wants to get back to Brazil, 

Ester is pessimistic, arguing that living conditions are rather poor, but changes her mind 

when they finally decide to move back (Porto, 1998). The “telenovela” becomes very 

patriotic and describes a booming country living through economic expansion, Brazil as it 

was in the 1990s.  

 

 Another example is the “telenovela” O Rei do Gado (1996) which is centered on the 

Movimento dos Trabalhadores Rurais Sem-Terra (or MST, ie, the Landless Movement). 

By using the pretext of a modern Romeo and Juliette, a love story between Luana and 

Bruno, two young Italian migrants whose families are enemies, O Rei do Gado (ie «the 

cattle king») presents MST members as human beings aspiring to own a piece of land, far 

away from the common negative description of the movement. This “telenovela” played a 

positive role in the creation of an agrarian reform in Brazil (Hamburger, 2000; La Pastina, 

2004). Indeed, one of the main characters, Senator Caixas, devotes his life to this cause. In 

a complete mix of fiction and reality, «real» Senator Darcy Ribeiro went to the press to 

praise his fictional double to keep following this path. During the episode of Senator 

Caixas’ funeral - taking place in the building of the Congress - two Senators from the PT, 

Benedita da Silva and Eduardo Suplicy, appeared in the “telenovela”, playing their own 

role (Hamburger, 2000; La Pastina, 2004).  
                                                
5 Cited	  by	  Erika	  Thomas	  in "Le	  Brésil	  des	  telenovela	  in	  La	  Marche	  de	  l’histoire",	  France	  inter,	  April	  2016.	  See	  
the	  entire	  emission	  on:	  http://www.franceinter.fr/emission-‐la-‐marche-‐de-‐lhistoire-‐le-‐bresil-‐des-‐telenovelas” 
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 These examples, along with many others, confirm the fact that “telenovelas” represent 

a very important part of the public sphere. They are «one mean by which people engage at 

an intuitive and expressive level in a public dialogue about the direction of society» 

(Curran 1992, p.102), as they represent « an important source of interpretive frames for 

understanding current political realities » (Porto, 1998). But there are also some limits to 

this dialogue between “telenovelas” and reality within the political sphere. Indeed, since 

the end of the dictatorship, Brazil has been experiencing a process of media opening «by 

which mass media become more representative of societal viewpoints and more 

independent of official control» (Porto, 2007). But there is still a long way to go: Brazil’s 

2016 World Press Freedom Ranking is 104th, over 180 countries (Worldpress.org, 2016). 

There are many reasons to these poor results: uneven journalistic standards, limited 

audience access to diverse sources of information (Hughes & Lawson 2005), but the most 

important argument is the oligarchic ownership of media outlets by TV Globo. Indeed, as 

holder of a television quasi-monopoly, the firm has the power to influence polls and 

electoral campaigns (Codoner, 2010). One can therefore easily understand how dangerous 

the introduction of political ideas within “telenovelas” - that reach a large majority of 

Brazilian population - can be, in terms of unique mind formatting. As claimed by Hall 

(1973, p.45), images commonly viewed by the audience begin to «produce apparently 

natural recognitions, which cause viewers to lose sight of the fact that what they are 

seeing is a representation rather that the actual thing». This is, of course, denied by TV 

Globo, as Luis Erlanger, its director of communications states: «It diminishes the capacity 

for free will of the people, to imagine that if the novela does something, the people follow 

along...This is even antidemocratic.6» 

 

 

1.1.2 - The industry of “telenovelas” 

 

 

1.1.2.1 - Exportation of “telenovelas” 

 

                                                
6 See	  the	  interview	  on	  
http://www.washingtonpost.com/wpdyn/content/article/2009/06/07/AR2009060702401_2.html 
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 During the 1980s, the exportation of South American “telenovelas” has accelerated, 

favored by technological innovations and relative liberalization of the global audiovisual 

market (Mazziotti, 1996). European countries import Latin-American productions, in 

order to fill their program hours, as they remain the less expensive programs on the market 

(Caron & Juneau, 1992). In 1975, the “telenovela” O Bem Amado (1973) was the first 

Brazilian “telenovela” to be exported, first to Mexico, then to Portugal in 1984. The huge 

success that followed convinced the major Portuguese televisual firm - Rádio e Televisão 

de Portugal - to broadcast, on average, about two Brazilian “telenovelas” per year. In 

1981, Escrava Isaura (1976) was sold to 79 other countries, and this remained the record 

until broken by O Clone in 2001, with 90 countries (cf table 1).  

 
 

                                        
Table 1: Top 10 Brazilian “telenovelas” exported with number of countries7 

 

 

 The main market for “telenovelas” exportation is Europe - eased by the signature of 

co-productions between TV Globo and European firms such as RTVE, RTSI or RTP1 - 

and especially Portugal, as “telenovelas” don’t have to be dubbed. Eastern Europe and 

Africa - with Portuguese-speaking countries such as Angola - are also big importers 

(Martel, 2010). Northern America and Asia come last, a phenomenon which can be 

                                                
7 Source:	  E.	  Thomas	  in	  http://www.inaglobal.fr/television/article/les-‐telenovelatelenovelas-‐une-‐passion-‐
bresilienne 
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explained by a culture very different from Brazil’s and strong competition from American 

TV shows (cf chart 1).  

 

 

                  
                                                

                      Chart 1: Exportation zones of Brazilian ”telenovelas” (2007)8 

 

 

 Despite the apparent success of exportation of “telenovelas” there are many 

challenges to be addressed that go well beyond the mere dubbing. Indeed, as explained by 

Gilles Camouillu, from France Ô, a French TV firm that imports a lot of Brazilian 

“telenovelas” «the management of sound in Latin America isn’t the same than in Europe, 

so we lose all of the sound» (Thomas, 2008).  Furthermore, the format has to be reduced: 

there are less episodes, with elements that are culturally too linked to Brazil explained by 

adding an off-voice, necessary to the good comprehension of a foreign viewer. In order to 

respond to these technical difficulties and sustain tough competitions from other countries, 

TV Globo created in 1980 the Globo TV Network of Brazil, in charge of the adaptations 

and distribution of “telenovelas” on the international market.  

 

 This exportation of “telenovelas” is interesting to the extent that it gives a certain 

representation of Brazil and Brazilians to the rest of the world. This could also be seen as  

                                                
8 Source:	  E.	  Thomas	  in	  http://www.inaglobal.fr/television/article/les-‐telenovelatelenovelas-‐une-‐passion-‐
bresilienne 
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problematic, as “telenovelas” only represent part of the Brazilian society as we will see on 

our chapter on Brazilianity.  

 

 

1.1.2.2 - Projac project 

 

 

 For the past twenty years, Brazilian “telenovelas” have had an incredible set for their 

production. Thirty years after its creation, TV Globo launched in 1995 the Central Globo 

de Produçoes, usually called Projac. Build in the west zone of Rio de Janeiro, in 

Jacarepaguá, this ultra-modern site covers 1.65 million m2; the biggest “telenovela” 

production site in Latin America. It includes 70 % of Atlantic forest and 137 000 m2 of 

buildings used by ten recording studios and diverse interior settings (Thomas, 2010). 

Every year, more than 2500 hours of Globo programs are filmed and produced there.  

 

 «Before, the shootings were dispersed in various places of the city. Concentrating 

them allows an economy of time and money.»9 Indeed, every step of the realization of a 

“telenovela” is now concentrated in one single place: one building is dedicated to archives 

and market research, while another is meant for special effects and the last is for the 

costumes workshop or the carpentry where settings and furniture are build. As stated by 

Iracema, «we’re the biggest consumer of nails in Brazil. Every “telenovela” requires on 

average 60 hyper-sophisticated sets.» Everything is recycled or preciously conserved, like 

the 180 000 costumes ordered by century and stored in a huge wardrobe.  

 

 The rest of this factory of dreams is even more impressive: a 19th-century living-

room next to a subway train - everything in spare parts so it can easily be moved, 

following the needs, to one of the four 1000 m2 four recording studios. Some equipment 

which represent what is called the «cinematographic city», in the eastern part of Projac, 

are permanent. One can find a strange church, for example, with three different facades: 

one is baroque, while the second is colonial and the third contemporary, because «one 

always needs a church».10 Indeed, “telenovelas” always have a happy ending, usually 

                                                
9	  Interview	  of	  Iracema	  Paternostro,	  responsible	  for	  public	  relations	  at	  TV	  Globo,	  cited	  by	  L.	  Oualalou	  (2013) 
10	  Interview	  of	  Iracema	  Paternostro,	  responsible	  for	  public	  relations	  at	  TV	  Globo,	  cited	  by	  L.	  Oualalou	  (2013) 
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crystallized in a wedding. Next to the church, huge pieces of towns are build, for a nine-

month period, that is the usual length for a “telenovela”. Globo has recreated Alemão, for 

example, one of the biggest favelas of Rio de Janeiro, represented by more than 1800 m2 

of street maze. If needed, another proof of the blurred frontier between fiction and reality: 

Globo even hired Adriana Souza, an empada saleswoman, to sell her products in this 

pasteboard set, exactly like she would do in her favela (Oulalou, 2013). But “telenovelas” 

can be more exotic, like Caminhos das Indias, produced in 2009 or Salva Jorge in 2013. 

Half of the episodes of the latter were supposed to take place in Istanbul, Turkey. TV 

Globo spend a considerable amount of money to send a team take thousands of pictures in 

situ, film hours of everyday life and bring back tons of typical objects to Brazil. Images of 

the cinematographic city, included with wide-angles in the last editing give a perfect 

illusion.  

 

 Including the workers and craftsmen - that build these mini-towns in less than three 

months - the technicians, the actors and the producers, it is estimated that almost 7000 

people work daily at Projac, where people move around with one of the 30 electric cars 

present on site. Some of the actors and producers under six-month-contracts actually live 

in this factory of dreams !  

 

 

1.1.2.3 - Current challenges 

 

 

 As we have seen, TV Globo is, and has been over the past decades, the undisputed 

master of “telenovela” genre. However, the firm has been experiencing some difficulties 

since 2000. Indeed, until the end of the 1970s, between 60 % and 80 % of people owning a 

television would watch “telenovelas” (cf chart 2). This rate of audience dropped to almost 

40 % during the past decade. In 2012, Globo’s total audience fell by 10 %, to the lowest 

rate in history (Oulalou, 2013). There are many plausible explanations to this 

phenomenon: more alternatives with the internet, whose growth has reached 145 % during 

the past decade (IBOPE, 201611), wider televisual offer, younger people’s indifference...  

                                                
11	  https://www.kantaribopemedia.com/a-‐jornada-‐do-‐consumo-‐televisivo-‐em-‐diferentes-‐plataformas/	  
retrieved	  on	  June,	  2nd,	  2016 
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Chart 2: Evolution of average audience for 8/9 pm “telenovelas” (Thomas, 2003) 

  

 

 As a leader on the market, TV Globo is the most hardly hit by this disaffection. For 

Alencar (2002), «the problem is that one watches novelas on its computer, its smartphone, 

and we still don’t have any instrument of measure for these types of support.» Indeed, 

against all odds - and that is good news for Globo - the fall in audience rates has not been 

transformed into a fall in revenues. One reason can explain this phenomenon: the fact that 

“telenovelas” don’t stick to a televisual support but have invaded all types of media: 

newspapers, magazines, social media, radio etc. As part of TV Globo, they also benefit 

from a very profitable synergy: many other channels of the group - televisual or not - 

actually talk about “telenovelas” describing the plot and action, the characters’ clothes or 

inviting the actors on stage so they can talk about their new diet or love life. «We talk and 

hear more and more about “telenovelas” without necessarily actually seeing it», as stated 

by Lamia Oualalou (2013).  

 

 Therefore, it is true that Globo currently has to face unexpected challenges, illustrated 

by a fall in traditional audience rates. But this could be partly related to the development 

of new technologies and does not mean that the dream industry is less profitable. 

“telenovelas” are actually so deeply anchored in Brazilian culture that one can even 

predict that they will probably always be an important source of cash flows. One argument 
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that can come as a support for this theory is the great change Brazil has faced over the past 

few years, with the emergence of a large middle-class - almost 50 million people - that has 

risen from poverty and gained in purchasing power since the years of the Lula 

government. Thus, more than ever does it seem economically interesting to invest in 

publicity and product merchandizing for this new massive segment of Brazilian 

population. As described by Heloisa Buarque de Almeida, a professor of anthropology at 

the University of São Paulo, «Brazilian “telenovelas” have always had suburban 

characters ever since the 1970s and 1980s. What is different now is that mainstream TV 

networks are focusing much more on what the marketers call the ‘new middle class’ or the 

C-class.»12 

 

 

1.2 - Publicity and “telenovelas” 

 
 

 As we have seen, Brazilian “telenovelas” represent a very unique genre. However, 

they have one major characteristic common to soap operas, which is the merchandizing 

they allow. Indeed, «not whithstanding the particularized social context, soaps do have 

one common feature - product placements in consumption scenarios» (Russell & Stern, 

2006). And this product placement is preponderant in Brazilian “telenovelas”. As stated by 

Rêgo (2003), «unless one has seen Brazilian “telenovelas” it is hard to imagine how 

strong an impact they have on public opinion, taste, and social mannerisms.» Indeed, 

“telenovelas” literally make Brazilian fashion, in diversified segments, from clothing to 

jewelry or car brands. These product placements reflect the economic realities of 

production and the society in which the consumers live. Impact of “telenovelas” being, 

therefore, huge, they represent a very attractive media, both for direct marketing, through 

commercial breaks, and indirect marketing, through implicit product placements.   

 

 

1.2.1 - Presentation of the industry  

 

                                                
12	  See	  the	  interview	  on	  http://www.forbes.com/sites/andersonantunes/2012/10/19/brazilian-‐telenovela-‐
makes-‐billions-‐by-‐mirroring-‐its-‐viewers-‐lives/#4ef9d88b12ba 
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 Brazil is one of the countries in the world where television is the most popular. 

Indeed, according to Target group Index, 98 % of households have at least one television, 

and 92 % of Brazilians that are above 14 years old - that is 175 million people - watch 

television everyday13. Among them, 42 % watch it more than three hours a day (Thomas, 

2010). Therefore, television is by far the most popular media for the advertising industry. 

Indeed, according to the Observatório Ibero-americano da Ficção Televisiva (OBITEL), in 

2008, 58.78% of advertising actions in Brazil were dedicated to television, followed by 

newspaper (15.96%) and magazines (8.51%)14. And this domination of TV upon other 

media is probably going to grow even more through the years, following the 2014-2015 

trend (cf chart 3). Important to notice as well is the raising habit of watching more than 

one screen at the same time, habit that has increased from 55% of interviewees to 65% for 

the past five years, the number of people having at least two screens, among smartphones, 

computer, tablet and TV having tripled during the same period, reaching 80% of the 

population15. The consuming habits of television are evolving, and have to face new 

challenges, among which the skyrocketing increase of internet use.  

 

 

 
 

Chart 3: Evolution of advertising investment on TV 2014-2015 (IBOPE, 2015) 

 

                                                
13 Retrieved	  from	  https://www.kantaribopemedia.com/a-‐jornada-‐do-‐consumo-‐televisivo-‐em-‐diferentes-‐
plataformas/ 
14 Retrieved	  from	  http://www.meioemensagem.com.br/home/midia/2012/05/17/ibope-‐lanca-‐medidor-‐de-‐
acoes-‐de-‐merchandising.html 
15 Retrieved	  from	  https://www.kantaribopemedia.com/a-‐jornada-‐do-‐consumo-‐televisivo-‐em-‐diferentes-‐
plataformas/ 
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 Despite these new challenges, TV and advertising remain two sectors very linked to 

each other, especially when considering free TV. Indeed, within television itself, in terms 

of volume of advertising spaces, 76% were dedicated to free TV, while paying TV 

absorbed 16% of the total and indirect product placement included in programs, 8%16. All 

in all, according to the poll agency Carona Merchandising 71% of interviewees say they 

observe a daily merchandizing action on TV at least six times a week17. The unit of 

IBOPE dedicated to the observation of televisual merchandizing, Merchanview, counted 

7,860 actions of publicity from January to April 2012, from 625 advertisers distributed in 

112 programs and for 1,112 different products, with a large domination of cosmetics 

industry18 (cf table 2 and 3). 

 

 

               
Table 2 & 3: Top 10 advertisers on TV in value and volume of insertions January - April 2012 

(Merchanview, 2012) 
 

 

 As expectable, “telenovelas” and their 1865 episodes broadcast in 2008, dominate the 

TV ad industry, Globo being the great leader - followed by SBT, Record, Rede TV and 

Band - with a daily average of 45.2 % audience share in 2009 (Thomas, 2010). Among the 

«dez mais» - that are the ten most profitable fiction programs on Brazilian TV - three are 

9pm “telenovelas” (Lopes, 2008).  

 

 
                                                
16 Retrieved	  from	  https://www.kantaribopemedia.com/novos-‐comportamentos-‐de-‐consumo-‐e-‐seus-‐efeitos-‐
em-‐tempos-‐de-‐transformacao/ 
17	  Retrieved	  from	  http://www.meioemensagem.com.br/home/midia/2012/05/17/ibope-‐lanca-‐medidor-‐de-‐
acoes-‐de-‐merchandising.html 
18 Retrieved	  from	  http://www.meioemensagem.com.br/home/midia/2012/05/17/ibope-‐lanca-‐medidor-‐de-‐
acoes-‐de-‐merchandising.html 
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1.2.2 - Product merchandizing 
 

1.2.2.1 - Direct advertising 

 

 “Telenovelas” are usually 45 minutes long, divided by four to five-minute commercial 

breaks. Usually, these interruptions begin and end with a shortened version of the theme 

song. This commercial merchandizing, or « media strategy consisting of the promotion of 

products and/or services in attempts to influence the buying habits of consumers and 

audience » (La Pastina, 2001), represent a huge part of TV Globo’s revenues. Indeed, «in 

a country where there are more televisions than refrigerators»19, the impact on audience 

is huge when one considers advertisements campaigns. The senior vice president of 

multicultural measurement for the Nielsen ratings actually acknowledges that «much of 

the total TV output in the world is “telenovelas”.»20 

 

 «Between 1989 and 2004, 25 “telenovelas” were broadcast at 9pm, and only six 

authors had written them, alternatively»21. Their salary could outreach 100 000€ per 

month, which can seem huge in a developing country such as Brazil, but what seems 

ridiculous when one considers that a thirty-second ad during a 9pm “telenovela” costs 

around R$350 000 - that is more or less 90 000€. All in all, an episode is said to be 

profitable with one single slot sold (Homer, 200522). For the last episode of Avenida Brasil 

(2012), the price had doubled. This particular night, the episode lasted two hours, 

including publicity. When one counts regional and national spots, almost 500 ad spots 

were sold (Oulalou, 2013). Considering there was 70 minutes of pure episode and 50 

minutes of advertisements, a single night allowed TV Globo to earn R$35 million - almost 

9 million euros - in direct publicity revenues. According to Forbes23, considering that 

nearly 500 advertisement deals - among which high profile advertisers such as P&G that 
                                                
19	  Nelson	  Hoineff,	  President	  of	  the	  Instituto	  de	  estudos	  de	  televisão 
20	  See	  the	  interview	  in	  http://www.huffingtonpost.com/2012/05/09/telenovelatelenovelas-‐marketing-‐
niche_n_1501522.html 
21 S.	  Romano,	  see	  http://www.cienciaecultura.ufba.br/agenciadenoticias/pesquisadores/maria-‐carmem-‐jacob-‐
de-‐souza-‐romano/ 
22 See	  article	  in	  http://www.humanite.fr/node/324266 
23	  See	  the	  article	  in	  http://www.forbes.com/sites/andersonantunes/2012/10/19/brazilian-‐telenovela-‐makes-‐
billions-‐by-‐mirroring-‐its-‐viewers-‐lives/#4ef9d88b12ba 
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signed a $400 000 contract for a 30-second spot - are carried by its network or affiliated 

stations, the total earnings of Avenida Brasil actually reached R$2 billion troughout its 

seven-month run, making it the most-commercially successful “telenovela” in whole Latin 

American history. When Forbes considers that a “telenovela” costs around $45M to 

produce, we can therefore easily understand how “telenovelas” are considered as a very 

profitable market, a dream industry.  

 

 This constant marketing and advertising campaigns have allowed TV Globo to make 

incredible profits and become the economic giant it is today. The BIPOS (Brazilian 

Institute of Public Opinion and Statistics) even estimates that almost one third of all 

publicity in the country - whatever the type of media - represents a revenue for TV Globo 

(Simões & Mattos, 2005).  

 

 However, the Brazilian government legally imposes a limit of 15 minutes of 

commercial breaks per hour, leading the industry to a more subtle kind of ad, indirect 

product placement, in order to remain highly profitable (La Pastina, 2001). This type of 

publicity also answers one of the challenges we had raised earlier on in this paper, related 

to the new type of visual support used nowadays. Indeed, «why would the viewer watch 

three to eight minutes of commercial breaks if he can, in one touch, skip it or change it for 

another content in an easy move of «zapping», within the hundreds of alternatives that are 

available nowadays?» (Ferreira, 2013). Product placement within the script seems to 

answer this «zapping» issue faced by TV firm, this is part of the reason why this type of 

merchandizing is said to be actually 40 % more expensive for advertisers than traditional 

commercial breaks (Lopes & Goméz, 2010).  

 

 

1.2.2.2 - Indirect product placement in “telenovelas”  

 

 

 Due to an overexposure to commercial information and ads, audience is less and less 

receptive to traditional product promotion (Segrave, 2004). This is why TV Globo also 

uses indirect product placement within the “telenovela” itself. Also known as «tie-in», or 

«merchandizing editorial», this process describes the action of introducing the product to 



 31 

 

advertise within the action or setting itself, in a more or less subtle way, by showing a 

particular car, or a well-known clothing brand for example. A new portmanteau word, the 

combination of advertisement and entertainment - advertainment - has even been invented. 

For Reyes, CEO of FiRe advertainment24:  

 

«Advertainment is the most natural way a brand can become 

part of the story; it interweaves with the characters and becomes a 

part of what they are watching without obstructing it. We are at 

the beginning of a new phenomenon and the key lies in 

understanding that the audience is in front of the television to be 

told a story. Our challenge is to make sure the brand forms part of 

that story.» 

 

 

And “telenovelas” with a very important audience, is the second channel where 

merchandizing is most used - in 62 % of the programs25. Indeed, the “telenovela” serves as 

a real shop window where the product is shown following a series of tactical operations in 

order to obtain the proper visual impact. «Through this mere presence on the screen and in 

the fictional universe of “telenovelas” the object becomes an object to desire or acquire» 

(Thomas, 2010). TV Globo has therefore created a Research Department, linked to the 

Padrão Globo de qualidade, in charge of finding commercial opportunities by 

communicating to advertisers the first draft of the “telenovela” synopsis, before its 

broadcast. In the case of O Rei do Gado, for instance, Globo distributed the script, 

highlighting the need for promotion of «products that are part of a peasant’s daily life, 

such as veterinary medicine, agricultural machinery, fertilizers, meat-based food etc.»  

(Buarque de Almeida, 2003).  

 

 There are several types of product placements, as described by Trindade (1999), 

Castro (2006), Ogden e Crescitelli (2007) and Lehu (2007) and summed up in the table 

below. We will use Trindade’s theory, following which the commercial product placement 

integrated to televisual material can take four different forms - from more to less subtle - 

to organize this part of the analysis.  
                                                
24 See	  the	  interview	  on	  http://www.videoageinternational.com/articles/2007/05/telenovelatelenovelas.html 
25	  Retrieved	  from	  http://www4.ibope.com.br/merchanview/	   
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Trindade (1999) Castro (2006) Ogden&Crescitelli 

(2007) 
Lehu (2007) 

Visual: the product is used 

in sequences of the 

“telenovela”, but there is 

no verbal mention of it 

Visual stimulation: 

consists in the insertion of 

the product within the 

scene  

Insertion (1st level): the 

product is merely shown 

within the context of the 

“telenovela” 

Classic: the product 

appears in a given scene 

Use: use of the product in 

a scene - brand and model 

being obvious 

Highlight of the brand: 

the character uses the 

product, clearly showing 

the brand without talking 

about it 

Apparition (2nd level): the 

product appears in one of 

the scenes and used by a 

character 

Institutional: the brand is 

highlighted rather than a 

specific product  

Mention: testimony, 

consisting in a reference 

to a certain product made 

by one of the characters 

who briefly explains the 

benefits of it 

Mention in the text: the 

characters use the name of 

the brand in a dialogue 

Insertion, apparition and 

testimony (3rd level): the 

product is shown, used 

and described positively 

within a dialogue 

Suggestive: nor the brand 

or the product appears, 

they are only evoked  

Conceptual: mere use of 

the product without any 

explanation 

  Furtive: very discrete - 

quasi subliminal 

placement of the product 

 
 

Table 4: Sum up of the different types of product placement 

 

 

 

Type of product placement n°1: Visual 

 

 In this first type of product placement, the product is shown, so as to be appreciated 

within the totality of the scene, shot by the camera. In Viver a Vida, broadcast in 2009, for 

example, the brand Kia is very well advertised, being the car model the main character 
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uses everyday. According to Keila Jimenez, in the newspaper A Folha de São Paulo26, this 

automotive brand spend almost R$19M in 35 commercial actions throughout the 

broadcast. As for the other brands, the famous bank Itaú spend R$6.9M for 13 actions and 

the telecommunication brand Nextel reached a total of R$6.8M with 12 actions.  

 

 These skyrocketting figures are hard to believe. Part of the explanation is given by 

decision-making statistics: when buying a product, senses have a very different weight, 

and are to be classified as followed: 1% for speech, 1.5% for touch, 3.5% for smell, 11% 

for audition and 83% for vision (Blessa, 2003, p.30). Thus, one can easily understand the 

efficiency of visual product promotion. And that’s not a new phenomenon. Whether it’s 

illegal, because considered as hidden publicity, or not, advertisers have always used this 

method to promote their products. James Bond drives BMW or Mercedes cars following 

the contracts and Blair Waldorf wears Chanel or Dior depending on the Gossip Girl 

episode. Then why are “telenovelas” so special?  Why do they go even further? Because 

product placement can be added to the script itself, mentioned during a dialogue or a 

monologue and integrated in the script. This is the second type of product placement.  

 

 

Type of product placement n°2: Mention  

 

 Indeed, sometimes, «advertisers would rather have the characters themselves evoke 

the product» (Dias de Castro, 2006). By this direct valorization of a product, and because 

“telenovela” audience strongly identifies itself to the fiction characters, as we will see later 

on, TV Globo literally creates or conditions new consumption modes (Thomas, 2003).  

 

 

Type of product placement n°3: Use   

 

 In this type of tie-in, the product or service is used by one of the characters in a 

particular scene. This kind of product placement is interesting, as it goes well beyond the 

mere use of a product. Indeed, it serves as a sociologic tool to depict an entire culture or 

nation. As put by Stern (2006), «placements reflect the economic realities of production, 

                                                
26 Cited	  by	  Ferreira	  (2013) 
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the society in which characters and consumers live and the nature of the product shown». 

At the same time, product placements aren’t necessarily read by the viewer as advertising 

or promotion, but rather perceived as a representation of the glamourous and trendy 

lifestyle of upper-class societies (La Pastina, 2001).  

 

Type of product placement n°4: Conceptual 

 

 In this case, one character explains the advantages of the product or service during a 

dialogue or monologue integrated inside the script. The actors become, in a certain way, 

indirect sales representatives. In fact, they receive a specific salary for this unconfessed 

publicity (Thomas, 2005). According to Valladares’ journalistic report (2005), the actress 

Suzana Vieira received more than R$600 000 for her 90 appearances as a construction 

material shop manager in the “telenovela” Senhora do Destino (2004). As for the writer, 

Aguinaldo Silva, his insertions of these product placements in his initial script allowed 

him to earn R$200 000 per month during the broadcast time of his “telenovela”.  

 

 This type of product placement can be illustrated by the main character suddenly 

promoting the benefits of a 100 calorie-snack bar while having a normal discussion with 

her friend at the gym. And TV Globo has used this insertion of ads in the fiction since the 

beginning of “telenovelas”. In Beto Rockfeller, in 1969, for example, the actor Luiz 

Gustavo, used the medicine Engov to cure his hangovers (Pierry, 2002). A more recent 

study (Coelho Medeiros & Cardoso Ebert, 2006) takes the example of a scene in 

Celebridades, broadcast in 2004. One of the characters, Sandra, receives a visit from her 

grandmother. As she kisses her, she makes a compliment on how good she smells. Sandra 

answers that she has just bought the perfume Breu Branco, by the famous Brazilian firm 

Natura. She even goes to her room to reach out for the bottle and shows it, at the same 

time, to her grandmother and the audience. 

 

 As one can imagine - especially when we know the scenarist and the actors’ wages - 

the financial returns on these four types of operations are huge, even though difficult to 

evaluate precisely. Generally, an advertainment campaign works as follow: a firm contacts 

an agency specialized in advertainment whose role is to come up with an idea. Then they 

present it to a TV network and the three parties reach an agreement in order to split the 

revenues. According to Reyes: «The advertainment evaluation is usually made up of three 
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steps: value of the idea, production, and cost of airing. Each entity (company) involved 

takes their share.»27 Therefore, TV Globo’s financial report of 2009 announced R$8.3 

billion in advertising revenues among which R$7 billion earned by TV Globo only. In 

2009, 60.9% of ad investments in Brazil - representing R$13.5 billion - were on television. 

That means that “telenovelas” concentrate almost 75% of televisual ad market. 

 

 

1.2.2.3 - Cross-promotion and the virtuous circle of product derivatives  

 

 

 And as the dream has no limits, as TV Globo also proposes the audience to buy the 

products worn by the characters directly on its website through an e-shop platform. In the 

case of Avenida Brasil, for example, one can find Nina’s saucepans or Max’s clothes 

directly next to the replayed episodes 28. Actors reveal beauty tips and pieces of advice for 

a healthy way of living. Fans can also copy Carlitos’ wedding by buying the same 

decoration... Back in the 1980s, Roque Santeiro was watched daily by almost 70 million 

people. Porcina, the main character, a vulgar widow, Sinhozinho Malta’s fiancée, literally 

launched a new fashion style, the «Porcina style», composed only of bad taste pieces of 

clothing, such as pink dresses and ribbons and plastic necklaces. In Água Viva, the actress 

Glória Pires, who played the character Sandra, also launched a new fashion: the single 

earring. More recently, in Viver A Vida, Tereza, who personified the epitome of elegance, 

wore a bracelet and a necklace with a dove engraved on it. According to the Centro de 

Atendimento do Telespectador da Emissora Globo29, or CAT, this bracelet was the most 

sold accessory during the “telenovela” broadcast period.  

 

 In the case of these examples, which can be copied and pasted for many others, 

outdoor advertisements would use “telenovelas” to promote their products, which had 

been previously introduced to the public - directly or indirectly - by “telenovelas” in a 

strategy that is called cross-promotion. For example, in 1997, while the “telenovela” A 

Intomada was broadcast, several of its actors - or characters - participated in advertisement 

                                                
27 See	  the	  interview	  on	  http://www.videoageinternational.com/articles/2007/05/telenovelatelenovelas.html 
28 See	  http://gshow.globo.com/novelas/avenida-‐brasil/plantao/estilo-‐tv/ 
29 Cited	  by	  R.	  M.	  Ferreira	  (2013) 



 36 

 

campaigns. Eva Wilma, playing Altiva, promoted a brand of headache pills, while Paulo 

Betti, playing Ypiranga, was promoting a certain type of washing machines.  

 

 In the example below, the character Bete Gouveia, played by the actress Fernanda 

Montenegro, promotes the nail varnish Bali by the firm Risqué. This has a double effect: 

promoting the nail varnish, of course, but also advertising the “telenovela” Passione, in 

which the character will - or has already - promote the nail varnish and so on and so forth.  

 

 

     
 Image 1: Advertisement for nail varnish Risqué featuring Bete Gouveia main character of Passione  

 

 

This “telenovela” actually gathered 11 different circular advertisement contracts of this 

type (Ferreira, 2013). The use of the character’s name Bete Gouveia instead of the actress’ 

name Fernanda Montenegro contributes in blurring the frontier between fiction and reality, 

point that we have analyzed all along this thesis. As Machado-Borges (2012) puts it:  

 

«By watching these advertisements, viewers get 

information about “telenovelas” that are being broadcast and 

about characters within those “telenovelas”. By looking at the 

products advertised, viewers get messages about fictive and real 

consumption practices. This chain of references and cross-
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references in constant and indefinite expansion, this circulation of 

voices from the plot of “telenovelas” to other domains of society, 

and the other way round – from everyday life to diverse media and 

to “telenovelas” illustrates the dialogical character of the 

“telenovela”.»  

 
      

 One last example of this blurred frontier between fiction and reality, taken once again 

from A Indomada. The main character, Scarlett, is an open-minded and sexually-liberated 

woman. As the “telenovela” became very popular, this particular character began to win 

the sympathy of the audience, along with Luiza Tomé, the actress. The latter was then 

invited to various shows, were she was interviewed on many subjects, such as sexuality, 

but also on diets or sports, and she answered either with her’s or Scarlett’s point of view. 

A television and paper advertisement with Luiza Tomé - or with Scarlett - promoted a 

shoe store named Scarlett. When passing by this shoe store, one could notice that it used 

the character Scarlett, with scenes taken from the “telenovela”, in order to promote its 

shoes.  

 

 One recent trend goes even further: brands would launch advertisement campaigns 

that actually take the shape of mini-“telenovelas”. For instance, the brand Tostitos, which 

created the five-episode “telenovela” Botanas del Cielo (ltterally Snacks from Heaven), in 

order to promote their new spicy chips and sauce.  The series of ads, targeted at young 

people, uses common “telenovela” themes such as wedding drama or hidden children, 

while whips and sauce play a central role in each episode.  

 

 Therefore, not only does advertisement helps “telenovelas” earn a lot of money, 

through direct or indirect publicity, but it also allows them, through product derivatives, to 

be even more famous, and, therefore, earn more money, because, as their audience grows, 

they will be able to raise the price of advertisement... This dialogic relationship (Machado-

Borges, 2012) or virtuous circle could be considered as the cherry on the cake of this 

dream factory, and is summed up in the scheme below.  
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Image 2: The virtuous circle of product placement in a schematic image 

 

 

 

1.2.2.4 - Risks and excesses of product placement 

 

 

 Nowadays, as more and more people watch shows on the internet, they can skip 

traditional commercial breaks. Thus, indirect product placement could, one day, become 

the only way of reaching consumers. However, despite the fact that merchandizing in 

“telenovelas” is well received by 68% of Brazilians from 18 to 29 years old and 65% of 

women (Merchanview, 2012), risks related to product placement exist, because the 

frontier between subliminal messages and heavy advertisement is hard to find for 

producers. As recalled by Belch (2007), the tie-in technique can have many cons: the lack 

of details that can be given on the product, compared to a regular commercial break, the 

unexpected reaction of the audience, and, above all, the risk of negative product 

placement.  

 

 Indeed, hidden publicity, as product placement can be defined, raises questions of 

legality and ethics, especially when targeted at children, as this vulnerable part of the 

population is considered as incapable of making decisions by its own. A strong 
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disappointment can appear when the product bought isn’t exactly the same as the one used 

by his of her TV star. Therefore, «individual consumers must try to protect themselves 

from marketers’ misleading communications by acquiring personal marketplace 

deception-protection skills that go beyond reliance on legal or regulatory protections» 

(Boush & Wright, 2015). As for adults, tie-in happens in a relaxing moment, where the 

viewer is not expecting advertisement, without any defense mechanism, which goes 

against the article 20 of the Código de Ética (Code of Ethics) as well as article 36 of the 

Código de Defesa do Consumidor (Code of Defense of Consumers). Indeed, 

«advertisement has to be broadcast in such a way that the consumer can, easily and 

immediately, identify it as such.» 30  Finally, product placement goes against the 

proportionality law regarding televisual advertising that fixes the limit to 15 minutes 

commercial breaks per hour, as it is impossible to count subliminal merchandizing 

(Calazans, 2006, p.207). 

 

 Moreover, the audience can soon feel annoyed by product placement as it interferes 

with the plot. When it is artificially contextualized, in an inappropriate moment, it actually 

breaks the development of the story. As put by the Argentinean “telenovela” writer 

Adriana Lorenzón31:  

 

«At times it is better to construct plots for an advertising campaign 

than sell the product through characters. Otherwise both parts are 

weakened — both the content and the effectiveness of the 

advertising campaign. It’s always better that the story creator 

adds the promotional scenes to the story before the script could be 

changed by the commercial division of the broadcast station. 

Otherwise, it would be a detriment to its quality.»  

 

 

This could lead to dramatic consequences, with a growing disinterest of the audience 

towards the “telenovela”, considered as ridiculous, but - even worse - the telespectactor 

can also feel disrespected. In Caras e Bocas (2009), for instance, characters who represent 

the stereotype of the «nice and posh people» would regularly appear in artificial scenes 
                                                
30	  Available	  on:	  http://www.planalto.gov.br/ccivil_03/decreto/D57690.html 
31	  See	  interview	  on	  http://www.videoageinternational.com/articles/2007/05/telenovelatelenovelas.html 
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with Avon cosmetic products they would exchange as gifts (Ferreira, 2013). One can 

easily understand how boring and annoying these sequences can appear to the audience 

that has developed a real affective relationship with the “telenovela” and its characters and 

that feels betrayed in a way. This could even lead to a rejection of the product placed so 

artificially in the “telenovela”. It could also lead to very negative debates when the 

merchandizing is clumsily associated with negative concepts or bad characters. In Salve 

Jorge (2012), for example, the brand Kia placed one of its cars right behind the character 

Rosângela, victim of sexual slavery in the “telenovela”. This created a huge feminist 

debate on social media and had a negative impact for the public image of the brand 

(Bittencourt, 2013). That is why it is so important for the scenarist to introduce the product 

subtly, with creativity in the initial plot while being assured that the reflected image will 

be positive for the brand. If this can’t be done or is unsure, it is preferable to choose the 

option of admitted and clear commercial break.  

 

 Finally, in a pure economic prism, advertainment raises the problem of “telenovelas” 

exportations to other countries and markets. Indeed, it is highly unlikely that a typical 

Brazilian product being promoted in the “telenovela” be known internationally. But 

despite this obvious reason, the problem is also that product placement is crafted for a 

specific culture: «each country’s soap negotiates reality through the lens of the particular 

culture where it is produced and consumed, for the vehicle is shaped to conform to the 

local context» (Stern, 2006). This non-neutral plot could jeopardize foreign audience rates.  

 

 However, after having listed these excesses and risks that can be associated with 

“telenovelas”, it is also important to notice the fact that “telenovelas” come from soap 

operas, as we have seen above. And soap operas are called this way because were actually 

created by huge brands such as Procter and Gamble or Unilever that would use them to 

promote their powder soap or softeners. Therefore, it seems that even if scenarists and 

producers always have to keep in mind excesses and risks of product placement, 

advertisement has always been and we always be part of “telenovelas”.  
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1.2.3 - The concept of “telenovela” flow 

 

1.2.3.1 - Definition of the notion 

 

 

 This notion was first introduced by Machado-Borges in 2012, based on Raymond 

William’s analyses on television and sequential flows (Williams, 1974), and the 

acknowledgement of the «ever-evolving kaleidoscope of daily life and the way in which 

the media are integrated and implicated within it» (Radway, 1988). Indeed, informants do 

not perceive “telenovelas” as a delimited story, but rather as a flow, with different 

articulations that go beyond the mere plot. 

 

 These notion and theory are revolutionary because they translate the traditional focus 

one can have on “telenovelas”, by moving the attention from the analysis of the precise 

moment of the broadcast - people sitting in front or their TV - to the after-broadcast - 

people talking about “telenovelas”  and acting consequently, in their daily lives. Indeed, as 

noticed by Machado-Borges (2012) during her work of field observation:  

 

«People evoke “telenovelas” in their daily conversations (...) that 

is to say out of the reception context, not only do they talk about 

the plots of these soap operas, but also do they talk about 

publicity, magazines, and different commercial products that are 

introduced in the plot.»  

 

 

Indeed, we have seen above that publicity in “telenovelas” is economically very 

interesting and self-sufficient. But the key to understand the profitability of this business 

relies in the social and psychological field, in people’s minds, through the concept of 

“telenovela” flow, that covers all of the mediatic comments (TV shows, ads, newspaper 

articles) and product derivatives that evoke “telenovela” characters or plots. It is a way of 

describing an essential part of the audience’s reception experience. In other terms, it is 

because the fiction of “telenovelas” has invaded reality that this business is so profitable; it 
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is because “telenovelas” are literally a factory of dreams that they represent such an 

economic treasure for advertisers.  

 

 While the theory of flow applied to “telenovelas” was created by Machado-Borges, 

other authors and media researchers had already used the notion and linked it to television, 

publicity and their business model. Budd (1986), for example, had used the concept of 

«television flow», linking the narration and episodes of an American TV show to the ads 

shown during the commercial breaks of this particular show. They found out that there 

was a coherent link between the fictive scenes and the ads following them. For example, if 

there were children in a fictive scene of the TV show, an ad during the commercial break 

would feature children. The conclusion of the study is that ad agencies should - and would 

- take advantage of fictive plots to promote their product. In other terms, reality would 

profit from fiction. Unfortunately, as the current focus of the research itself is quite broad 

already, we didn’t have time to analyze the existence of this link between plots and ads in 

the case of Brazilian “telenovelas” but we have the intuition that the same frame could be 

applied and the same conclusions drawn, partly explaining the success and profitability of 

ads in Brazilian “telenovelas”.  

 

 

1.2.3.2 - Telenovelas organize time and space 

 

 

 Because it is sequenced in regular and daily episodes, the “telenovela” imposes itself 

in the daily life of its viewers. It becomes a regular meeting that organizes the audience’s 

schedule. This way, the flow character of the “telenovela”, and the fact that it is part of 

everyday life is emphasized, with viewing practices adapting to chores of everyday life 

(Tufte, 2003). Furthermore, as scenario writers try more and more to anchor fiction in real 

life, many “telenovelas” actually follow the real calendar: some will celebrate Carnival, 

Christmas or New Year’s Eve on the same day as their viewers.  Real events are even 

commented in “telenovelas” like the collapsing of a building in Rio de Janeiro in January 

2012 that was evoked in an episode of Amor, Eterno Amor (2012). Both fictive and real 

calendars overlap, increasing the “telenovela” flow phenomenon.  
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 But this parallel between “telenovelas” and real life actually goes a lot further as they 

can literally stop the country temporally. In 1965, the last episode of O Direito de Nascer 

was watched by 1.5 million people (Araújo, 2008). Religious ceremonies and Senate 

sessions had to change their schedule not to coincide with this very important night (Ortiz, 

Borelli, & Ramos, 1991, p. 62). Later on, in 1990, the carnival’s parade in Rio de Janeiro 

was delayed by one hour due to the broadcast of the last episode of Tieta. As Oulalou 

(2013) reported it, even Dilma Rousseff had to delay a public speech to show her support 

for the PT candidate for São Paulo’s mayor on the October, 19th, 2012, because it was to 

be broadcast at the same time as the last episode of Avenida Brasil, watched by millions of 

telespectators.  

 

 Brazilian “telenovelas” also organize space. The TV is usually set in the living-room, 

but doors are often left open so that every member of the family can follow it, the viewers 

usually listening to the program rather than watching it, except when the dramatic sound 

track reveals something important is about to happen. Back in the 1970s, when owning a 

television was still a luxury only a few could afford, people from the same village would 

gather at the windows of a lucky owner to follow the “telenovela”, as one can observe in 

the documentary A negação do Brasil from Joel Zito de Araujo32. I also experienced this 

phenomenon in a twenty-house village in Maranhão, in the North East of Brazil, where 

everybody would meet at our guest’s house around 6 pm everyday. In this sense, 

television and “telenovelas” aren’t, as traditional studies could show, a symptom for 

individualism, but on the contrary, it can stimulate social interaction among members of 

the same community and blurs the frontier between public and private spheres (Kottak, 

1990). 

 

1.2.3.3 - The process of identification 

 

 

Identification, duality and affective engagement  

  

 Why are Brazilians so attached to “telenovelas” and their characters? Or, more simply 

put, why does the concept of “telenovela” flow exist? The reason is that people identify 

                                                
32	  See	  documentary	  on	  http://vimeo.com/95471812 
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themselves with the characters. «Some consumers, when they see a product or service 

advertised by a character think through their imagination, that, by acquiring this product, 

they will live the conditions represented in the teledrama» (Lopes e Lisboa Filho, 2012, 

p.2). This is due to three main factors: the fact that they are all set up in an easily 

recognizable location - often the city of Rio de Janeiro - so viewers can easily relate to the 

fiction. Secondly, as we have seen, most characters use a colloquial language that has 

replaced theatrical traditional dialogues after the success of Beto Rockfeller. Finally, 

“telenovelas” evoke hot topics faced by the population, such as racism or environment, as 

we will develop later on in this thesis. Therefore, this process of identification seems all 

the more efficient as the frontier between the story and the reality is blurred.   

 

 This process also has to be understood through the lens of affective and cognitive 

engagement “telenovelas” induce.  As described by Tufte after his field observation 

(2003):  

 

«It leads to a mingling of reality and fiction. That is, the 

“telenovelas” obtain a central place in the consciousness of the 

viewers, not only in the everyday life of prime time but throughout 

the day. All the women in the case study are aware of the fact that 

“telenovelas” are fiction, but the strong emotional involvement 

which the story evokes often gives the lives of “telenovela” 

characters a central place in the everyday life of the viewers, 

articulating feelings, stimulating conversation and thus influencing 

the production of meaning and the articulation and formation of 

identity.» 

 

Indeed, the action of “telenovela” audience is considered as an absorption activity 

(Stephenson, 1988). More precisely, the receptor absorbs himself in the representation of 

the world he is watching, in a process of affective and cognitive responses, through an 

internalization of the problems and situations observed. These situations or contexts are 

the ones that end up as pretexts for efficient product placement, all the more so as the 

products have longer time of televisual exposition than in regular commercial breaks when 

they are worn by characters, in the case of clothes or accessories or used on a daily basis 

for cars or electronics. Scenarists are actually creating lifestyles related to the use of 
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particular objects or services, the audience getting familiar with them. It is also more 

efficient when characters come from different social classes and thus have different 

lifestyles, so every viewer will be able to identify himself to several situations in a sort of 

fictional market segmentation (Buarque de Almeida, 2003).  

 

 Indeed, characters are very sympathetic and likeable, or, on the contrary, very bad and 

unfriendly, following the good versus evil traditional plot of “telenovelas”. In both cases, 

they stimulate affective responses from the receptor that considers them with empathy or 

antipathy. Good characters serve as aspirational figures, role models, and agents of 

socialization, and they reveal themselves by means of the products they use, the usage 

context, and the usage outcomes (Russell, 2006). Therefore, the decision of buying a 

product or service that was merchandized during the fiction is facilitated by the 

association of values and beliefs related to the context of presentation of the product 

(Ferreira, 2013). In the case of the dove necklace worn by Tereza in Viver a Vida, for 

instance, this particular object represents all the value and personality of this character. 

The repeated use of a Kia car is associated with the prestigious world of the character that 

drives it. In this case, the ad doesn’t even have to be explicit - we would place ourselves in 

the type of product placement n°3, the use - thanks to the identification - or will of 

identification allowed by the “telenovelas” and its characters. According to Ferreira’s 

study (2013), this subtle type of product placement is a lot more efficient than commercial 

ads. Indeed, the receptor uses “telenovela” as a reflection of what is good or bar, socially 

acceptable or not, as it suggests behaviors or attitudes desirable undesirable. In that sense, 

the purchased object will be associated with an «identificable personality.»  

 The Elaboration likelihood Model  

 

 This process of identification could be linked to the Elaboration Likelihood Model, as 

described by Petty and Cacciopo in 1981. The two authors aimed at defining a "framework 

for organizing, categorizing, and understanding the basic processes underlying the 

effectiveness of persuasive communications". This analysis could be applied to various 

spheres, such as politics, but the main impact occurs on advertising. Indeed, the product 

placement can take the so called central route, used when the recipient ahas the motivation 

and ability to think about the message and its implications. However, as the telenovela 

viewer is usually in a period of relaxation when watching the program, the delivered 

message usually uses the so called “peripheral route” which results from a person’s simple 
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association with positive or negative cues linked to the advocated position. These cues are 

directly linked to the credibility or attractiveness of the source of the message – in our 

example, the telenovela, or the character that presents the product – rather than the logic of 

the message. According to the authors, this use of the peripheral route process will lead to 

less resistance of the message over time when in conflict with other judgments or 

behaviours than messages that will have taken the central route. However, one of the 

variables of the model – namely, motivation, expertise, mood, attractiveness and ability - 

can increase or decrease this persuasiveness. Therefore, one can easily understand how 

using an attractive celebrity acting in a telenovela with whom the viewer can identify 

should increase the power of a define message.  

 

The notion of Brazilianity 

 

 Another noticeable point rose by this identification process is the consolidation of a 

Brazilian way of living, often called Brazilianity. As written by the anthropologist Robert 

Foste, in certain cases, «the choices of consumption seem to build the basis of nationality 

as a collective identity». Indeed, the self-appropriation and broadcast of the products 

linked to the flow “telenovela” becomes a way of accessing a common Brazilian identity 

(Machado-Borges, 2012), of unifying this huge country, by having people identifying to 

the same characters and values. As put by Wolton, (1996, p.157), «television is a factor of 

cultural identity and social integration, due to the double condition of being a television 

watched by every social class and a mirror of national identity.» Thus, people as different 

as the gaucho in the south and the fisherman in the Amazon would affirm their 

Brazilianity by dreaming of owning Nina’s saucepans or Max’s jacket. According to the 

psychoanalyst Maria Rita Kehl33, «these unique images that are broadcast through a 

country as divided as Brazil contributes in transforming it in a sort of Nation whose 

population isn’t unified as people but as an audience that speaks the same language.» For 

Jesús Martin-Barbero (1992, p.118)34, this national identity created by “telenovelas” is all 

the more so solid as it is also the image Latin America conveys to other countries when 

exporting these televisual production.  

 

                                                
33	  Cited	  by	  Oualalou	  (2013) 
34	  Cited	  by	  Rocher	  (2012) 
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 The building of this identity was actually the first purpose of the “telenovelas” as 

intended by the military regime of General Joao Baptista Figueredo (1978 - 1985), «the 

media being in charge of the cultural, political an economic integration.» (La Ferrara, 

2008) And Globo was actually the masterpiece of that plot, as recalled by Professor 

Venício de Lima35: 

 

«in an economic point of view, it played an essential role in the 

integration of a huge country. On a political point of view, its 

programmation broadcast a national message of optimism linked 

to the development, that was necessary to support and legitimate 

the hegemony of the military regime.»  

Indeed, this integration of the country required a standardization of aspirations and the 

creation of a specific consumer culture that would support the so-called «Brazilian 

Miracle» that was happening at the same time. The Southeastern region - economic heart 

of the country - that was usually depicted in the “telenovelas” illustrated the perfect model 

of development and urbanization. Ortiz (2001) states that the trend has been to highlight 

the benefits of modernization as the main elements of national identity, through mass 

consumption. Television - and, with it, the “telenovela” - was even a way of creating a 

domestic consumer market and attract capital; able to reach the entire country, television 

was a medium to address Brazilians as consumers. As one can see, “telenovelas” were at 

first created for the economic market; it is therefore only normal that advertisers still use it 

for this purpose.  

 

 Many authors have studied the characteristics of Brazilian identity. For Da Matta, 

(1978), the main phenomenon at stake in what we call Brazilianity is the continuous 

coexistence and tension between two extremes: hierarchy and egalitarianism, poverty and 

luxury, racism and the myth of social democracy, etc. These same tensions and 

dichotomies animate “telenovelas” (Machado-Borges, 2012) and when they crystallize as 

social issues, are often treated by another type of merchandizing, which one could define 

as social merchandizing.  

 

 

                                                
35	  Cited	  by	  Oualalou	  (2013) 
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1.2.4 - Social merchandizing in telenovelas 

 

1.2.4.1 - Definition of the notion 

 

 

 For some authors, television - and publicity itself - have an educational purpose, as 

they act towards the modernization of a country. Indeed, it creates a disposition to 

consumption, as it can «prepare a new market of consumers, favoring the abandon of old 

consuming habits and cultural integration.» (Kehl, 1986). For Stuart (1976), who analyzes 

the case of the United States, advertisement would be a fundamental agent for the 

expansion of development and modernization, through a real «civilizating experience».  

 

 But this educative consequence of “telenovelas” goes deeper. Indeed, product 

placement - more or less efficient and subtle, as we have shown - is not the only type of 

merchandizing used within “telenovelas”. Indeed, for the past decades, TV Globo has 

been using the exact same strategy to address social issues. Called social merchandizing, it 

describes the deliberate insertion of relevant contemporary issues with well-defined 

educational purposes within the plot of “telenovelas” through references to prevention, 

protection, reparation or punishment (Lopes & Goméz, 2009). Singhal (2003) gives us a 

more precise definition: 
  

«Using commercial marketing and product placement as a 

foundation, social merchandizing efforts replaced tangible, 

commercial products with social and educational messages. The 

strategy began to receive attention by Globo, writers, producers, 

nongovernmental groups and the news media, beginning in the 

mid-1990s as a viable means of promoting social change. Unlike 

commercial product placements, which are mostly refined by the 

network’s marketing and advertising department with minor 

consultation with the “telenovela” writer, early social issue 

insertions were generally based on the writer’s personal agenda. 

As long as the “telenovela” was profitable and sustained viewer 

ratings, script writers were not typically told what prosocial issues 
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to include, thereby giving them the freedom to insert or sell issues 

that were of concern to them.» 

 

 

This strategy has become more and more systematic over the years. Indeed, from 1996 to 

2005, authors (Alves & Weber, 2015) have counted no less than 10,865 scenes using 

social themes in Glovo TV “telenovelas” in 6,900 episodes of 46 “telenovelas” with a 44 

% augmentation during the period. These scenes treat a wide number of subjects, from 

health and sexuality to drugs or gender issues (see table 5).  

 

 

      

Year Health Sexuality Drugs Gender 
Issues

Social 
Issues

Total

2000 47 96 51 42 344 580

2001 77 67 29 42 268 483

2002 238 139 273 153 607 1410

2003 208 159 129 257 601 1354

2004 73 91 28 199 617 1008

2005 277 544 63 135 532 1551
 

       
Table 5: Number of scenes using social themes in Globo TV telenovelas 2000 - 2005, (Alves & Weber, 

2015)  

 

 

 Social merchandizing is effective in the promotion of these various themes because - 

exactly like for product merchandizing - it affects the emotional side of the viewers 

through the process of identification we’ve explained above. More precisely, as analyzed 

by Atencio (2014) it employs three main strategies we will use as a frame to explain 

precisely this notion of social merchandizing, very typical of Brazilian “telenovelas”.  
 
Empathy activation through fiction 

 

 As we will see in detail in the next chapter, social merchandizing has measurable 

impact on reality, measurable through macro or micro data. For instance, in Laços de 
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Família (2000), Camila, diagnosed with leukemia, is in desperate search for a compatible 

donor of medulla transplant. This encouraged thousands of Brazilians to donate medulla 

all over the country - the Instituto Nacional do Câncer registered 900 new donors in the 

month that followed the broadcast of the last episode, that is an increase of 4,500 percent 

(Alencar, 2002) - through a phenomenon soon called the Camila Effect by newspapers. 

This effect is a good example of social merchandizing activated through fictional 

empathy: it’s because viewers felt pity for the character Camila that they became donors in 

real life.  

 

Use of protagonists to model desired messages or behaviors 

 

 This strategy, although very efficient, is usually also the less subtle. Just as a character 

can highlight the benefits of a particular product within a dialogue, writers can use the 

same method to incorporate simple social recommendations. For instance, a father can ask 

his daughter to put her seat belt on, while telling her that this simple gesture can save 

lives.  

 

Sometimes, social and product mechandizings can overlap. In Viver a Vida, for example, 

characters show that they use a condom while advertizing a specific brand.  

 

Incorporation of reality in fiction  

 

 This strategy is used to «tie the imagined world of the televised drama to the 

spectator ́s reality» (Atencio, 2014: p. 62) in a process of blurred frontier between fiction 

and reality we’ve described a few times in this paper. In Explode Coração (1995), for 

example, one of the characters would show the audience pictures of disappeared children 

in order to generate publicity around this issue and possibly arouse attention from viewers 

that might have seen them. This strategy actually worked, as it allowed to localize more 

than 60 disappeared children, according to TV Globo36. 

 

 

 

                                                
36	  See	  http://redeglobo.globo.com/Tv_globo/Noticias/0,,mul1114583-‐16162,00-‐ 
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1.2.4.2 - Measurable impact of social merchandizing 

 

 

 One can prove that social merchandizing in “telenovelas” has a positive impact on 

Brazilian population - and has become a real pedagogic tool - through data extracted from 

macroeconomics. The reason for this efficiency is partly due to the large quantity of TVs 

in Brazil compared to other types of cultural media. As stated by Potter, «it's not a literate 

society, it's not a place where there are books and newspapers, outside the upper 10 

percent, and television fills that space.»37 “Telenovelas” plays an important role in 

transmitting Brazilian culture, especially when considering famous literature adaptations 

that represent one third of novelas broadcast between 1965 and 2010 (Guimarães, 2003). 

The mini-series format is usually more popular, with a total count of 33 adaptations of 

books between 1982 and 2010 (Thomas, 2011). In a country where 7.4% of the population 

is illiterate38, one can easily understand the benefits of broadcasting Jorge Amado, 

Graciliano Ramos or Bernardo Guimaraes’ masterpieces. More generally, “telenovelas” 

are efficient in terms of pedagogy and when circulating ideas, as they reach a great amount 

of people at very low costs.  

 

 Without pretending to be exhaustive, we will analyze a few striking examples. In June 

2002, Glória Perez, author of O Clone (2001-2002) received from former president an 

award for promoting social awareness of drug abuse and pregnancy among teens, and for 

educating Brazilians about the Muslim culture (Organizações Globo, 2001)39. La Ferrara 

(2008) led a quantitative study that proved an evident correlation between “telenovela” 

broadcast and the drop in fertility rates that occurred between 1960 - 6.3 - and 2000 - 2.3 

in Brazil. Indeed, while the government had not put in place deliberate birth control policy 

- the use of contraceptives even being illegal - La Ferrera proved that women living in 

regions covered by the Globo signal actually had significantly fewer children. 

Paradoxically, family planning wasn’t a social theme addressed by scriptwriters, but 

“telenovelas” were loaded with the symbolic of a specific model of family: small, 

beautiful, healthy and happy. A small family actually resulting in many cases from 

                                                
37	  See	  interview	  on	  
http://www.washingtonpost.com/wpdyn/content/article/2009/06/07/AR2009060702401_2.html 
38 Retrieved	  from	  https://www.cia.gov/library/publications/the-‐world-‐factbook/fields/2103.html 
39	  Cited	  by	  Rêgo	  (2003) 
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pragmatic constraints imposed by the plots. The author also shows that people living in 

areas covered by the signal would more likely name their children after novela characters, 

all of these impacts being all the more strong as the women were closest in age to the main 

novela characters. La Ferrara reminds us that the more women have been educated, the 

less children they want to have.  

 

 

 

1.2.4.3 - Telenovelas: a modern platform for public debate 

 

 

 As we have seen, social merchandizing in “telenovelas” has proven to be very 

efficient. One of the reasons for this phenomenon is the process of identification and the 

relationships that is developed between characters and the viewers, especially when 

empathy is used, like in Atencio’s first strategy. However, another reason for which 

novelas achieve such social effectiveness is because of the particular place they have, as 

an «echo chamber for a public debate» (Mattelart, 2006). Indeed, contrary to traditional 

soap operas, TV Globo’s audience aren’t passive agents, as they can express themselves 

thanks to the Departamento de Analíse e Pesquisa, created in 1972, that studies the 

opinions, expectations and habits of television viewers (Codoner, 2010). This department 

analyzes the popularity of a particular “telenovela” and organizes discussion groups and 

satisfaction surveys among the audience every 19 episodes. In between, TV Globo 

receives not less than 250,000 e-mails and 30,000 calls a month from viewers40. The 

audience becomes, in a way, the decision-maker in an «open artwork»41. Indeed, the time 

frame between writing the script, filming and broadcasting being very short (ie usually 

two weeks), writers can immediately react to the viewers’ wishes. Thus, in Torre de Babel 

(1999), a lesbian couple that had appeared too shocking to the audience died in the 

explosion of a mole a few episodes after the survey. 

 

 Therefore, not only do characters debate in “telenovelas” - in many cases two 

characters discuss their points of view, allowing the audience to have various perspectives 

                                                
40	  See	  the	  article	  on	  http://www.telegraph.co.uk/culture/3662430/telenovelatelenovelas-‐the-‐story-‐so-‐far.html 
41	  Flávio	  Rocha,	  one	  of	  Globo’s	  directors	   
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on the same subject - but writers and viewers also have their word to say, transforming 

“telenovelas” in a sort of modern agora. According to La Pastina (2004), social 

merchandizing has turned the novela into «a forum for the discussion of Brazilian reality» 

and novelas are all the more efficient as they are «shaped and reshaped by audiences and 

interest groups». This allows program-makers to address problematic contemporary issues 

from sexuality - homoparentality in Senhora do Destino (2004) or transsexuality in As 

filhas da mãe (2001) - to drugs or ecology.  

 

 One can therefore, to a certain extent, observe the evolution of Brazilian mentality 

through the analysis of “telenovelas”. For instance, in Amor a Vida, the main protagonists 

and gay couple Niko and Felix became the center of a real media storm, as they broke the 

televisual taboo of a kiss between two men during the last episode. This scene reflects the 

improved debate on homosexual matters in Brazil: in 2011, the Brazilian Federal court 

granted gay marriage. Some authors, like Maria Immacolata, state that it’s actually 

“telenovelas” that have helped improving the situation, as they «serve as a motor to some 

social themes and they advance the debate.» For the psychiatrist Alessandra Diehl, «it’s a 

way of breaking prejudices by making homosexuality part of the norm.»42 

 

 Once again, there is a dialogue between fiction and reality that overlap. The most 

striking example being described by Porto (1998): the sociologist Betinho, who was 

leading a national campaign against hunger, used the “telenovela” Renascer to highlight 

this cause, by praising, in a newspaper interview, the character Tião Galinha for putting 

social problems in the national agenda.  

 

 This modern platform of public debate is strengthened by the rise of people using 

their computers instead of TV to watch “telenovelas”. This allows them to communicate 

through the internet, express their viewpoints and observations and engage in debates with 

other viewers.  

 

 

 

                                                
42	  See	  the	  interview	  on	  http://www.courrierinternational.com/article/2014/01/30/homos-‐ces-‐heros 
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1.2.4.4 - The identity crisis in “telenovelas” and the limits of social 

merchandizing 

 

 

The elitist structure of “telenovelas” and the illusion of social mobility 

 

 “Telenovela” plots seem very complicated, but their general structure is usually quite 

simplistic. Indeed, after having analyzed “telenovelas” from 1965 to 1980, the sociologist 

Ramos (1986) showed four recurrent elements of a simplified social pyramid. 

 

 The first group is the rich. The main plot is always about them. Their cultural and 

economic values are a reference to the “telenovelas”’ other universes. The second are the 

«new rich», that represent the most famous subject, as it has to be linked to others, such as 

the possibility of social mobility for whom is perseverant, and the illusion of social 

equality. This social group is the new middle-class that has risen for the past decades 

along with the Brazilian miracle. Ramos also highlights the importance of inheritance, 

which is the main element everyone desires: thanks to it, rich remain rich and poor 

become magically rich. Finally, poor people aren’t that poor, as they have good conditions 

of living, own a television, a telephone etc. Marriage often reunites rich and poor that 

usually live together peacefully. As shown by Thomas (2003), one could still find these 

four elements in today’s “telenovelas” almost twenty years after Ramos’ analysis and sixty 

years after their creation. 

 

 One could argue that this simplistic prism used in “telenovelas” doesn’t matter that 

much, since it’s only fiction. After all, one could also find many of these schematic frames 

in American movie or Italian theatres. But the problem with “telenovelas” and their social 

merchandizing is, once again, the blurred frontier between fiction and reality. Because it’s 

difficult for the viewer to untangle drama and reality, he could feel very disappointed once 

he realizes that no hidden treasure or sudden inheritance will allow him to access the high 

spheres of Brazilian elite. In that sense, “telenovelas” are the exact echo of Da Matta’s 

theory of the Brazilian dilemma (Da Matta, 1978): they put into images a fictive world 

that denies social frontiers - that are very rigid in Brazilian society - and keeps on 

strengthening them, using stereotypes and prejudices to describe the poorest fringe of the 
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population. They show some sort of «racial democracy» with actors and actresses that are 

generally white, while addressing a population composed, for a large majority, of Black 

people.  

 

 

The representation of Black and Indian people and the myth of racial democracy 

 

 For the past decade, many voices have risen to criticize the way Black and Indian 

people are depicted in “telenovelas”. The main problem is that “telenovelas” assume a role 

of identity and cultural builder, as we have seen above, but they are generally wrong when 

representing Brazilian races. Indeed, Brazil has always been known for its high level of 

racial mixture; in asking people to identify their own skin color, an IBGE survey43 

collected more than 134 different answers, from «honey colored» to «toasted». The 

apparent absence of racist ideologies led the anthropologist Gilberto Freyre to first use the 

idea of a «racial democracy» in 1930. For Marx (1998), it became a real pride, «the glue 

that held together the Brazilian nation». But despite this apparent harmony, Brazil does 

suffer from racism, in an unofficial - and therefore, maybe more vicious - way than in the 

United States for example. And the analysis of media, especially “telenovelas” is striking 

in that way: it is at the same time the proof of the existence of racism in Brazil and part of 

the reason why this phenomenon is so strong.  

 

 Indeed, in a country where 60% (IBGE) of the population describes itself as Black, 

“telenovelas” generally show an omnipresence of White people. As stated by the 

American film-maker Spike Lee in an interview for Globo Cultura44:  

 

«The first time I came here, in 1987, I was surprised to see that 

there were no Blacks on television. Things have got a little better 

but there is still a lot to do. Someone that has never gone to Brazil 

and that watches Brazilian TV could think all Brazilians are blond 

with blue eyes.»  

 

                                                
43 «What color are you ?» (1999) 
44  See	  the	  interview	  on	  http://oglobo.globo.com/cultura/spike-‐lee-‐entrevista-‐30-‐personalidades-‐brasileiras-‐
para-‐documentario-‐4777056	   
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When represented, TV Globo’s Black characters generally match the common stereotypes: 

they are either domestics - or even slaves - nymphomaniacs or loving mammies, when 

they are not symbols of ugliness and submission. One of the first to show this mediatic 

inequality was Joel Zito de Araujo in his documentary «A Negação do Brasil - O Negro 

nas telenovelas Brasileiras» (2000). The first problematic “telenovela” he describes is A 

Cabana do Pai Tomás (1969), adapted from the novel, where the main character is black. 

But as Globo refused to put the name of a Black actor before a White one in the finale 

credits, the production firm decided to paint a white actor, in a process called blackfacing. 

Another example is the “telenovela” Escrava Isaura (1976), adaptation of the book by 

Bernardo Guimarães, about an afro-descendant slave played by a white actress, Lucelia 

Santos. The first black character to be shown with a high social status was a psychiatrist, 

played by Milton Gonçalves in Pecado Capital (1976) by Janete Clair. However, he 

doesn’t appear often and never shown with other Black people (Thomas, 2010). And it’s 

not until 2004, with the black actress Tais Arauja in A Cor do Pecado that the main 

character is played by a non-white actor.  

 

 As for Indians, they are almost never present, unless when representing the idea of the 

«noble savage» in a few “telenovelas” relating colonization. They are usually depicted 

with one exaggerated main characteristic, such as laziness or naivete. The most striking 

example is Uga Uga (2000), telling the story of a White orphan having been raised in an 

Indian tribe in the jungle. The Indians are described as nymphomaniacs whose only 

preoccupations are to have sexual relationships with white people. After this broadcast, the 

association 140 etnias wrote a letter of protest to the Deputy Chamber, complaining about 

the stereotypes shown in the “telenovelas” and the effects they had in real life. Indeed, 

«this stimulates sexual violence towards women. Recently, soldiers raped Ianomâmis 

Indians. TV Globo encourages white men to search for Indians in tribes as if they acted 

like characters of “telenovelas”.»45  

 

 Despite slow changes, and marginal attempts to instill social progress in their plot, 

“telenovelas” still seem to deny the racial reality of Brazil, depicting some kind of 

idealistic society full of stereotypes, that has its roots as deep as the myth of racial 

                                                
45	  See	  the	  article	  on	  http://www1.folha.uol.com.br/fsp/tvfolha/tv1911200010.htm	   
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democracy. This actually contributes to fueling racism, as “telenovelas” appear as a 

depiction of reality that participates in historical transmission through the building of a 

collective identity (Thomas, 2010). One can easily see there the limit of the efficiency of 

social merchandizing in “telenovelas”.  

 

 This efficiency of merchandizing within “telenovelas” - whether it is product 

placement or socially oriented - is one of the reasons why I decided to write this thesis on 

this subject. And, through several interviews that I have conducted, some elements of the 

previous literature review were confirmed, while others were invalidated, especially 

considering the scope of efficient merchandizing in “telenovelas”. The next chapter will 

be dedicated to the explanation of the methodology used to draw the several conclusions 

presented in the last chapter.  
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2. Methodology 
 
2.1 - Secondary data 

 

 

 This research was based on both primary and secondary data to get a clear overview 

of the impact “telenovelas” have on Brazilian economy and society, through the lens of 

social and product merchandizing. In order to get a clear understanding of this subject, I 

decided to combine both primary and secondary data. The combination of both methods 

should guarantee the reliability of the analyses and recommendations presented in the last 

chapter. The secondary data, synthesized in the previous literature review covered papers 

as well as documentaries and radio emissions, gathered on physical and online libraries.  

 

 

2.2 - Primary data 

 

2.2.1 - Interview guide 

 

 

 The primary data was collected through interviews - face-to-face or via Skype when 

necessary - were conducted with several people, with different ages, and relationships 

towards “telenovelas”. In order to conduct a deep analysis of media practices in Brazil and 

the reception of merchandizing within “telenovelas” I decided to conduct semi-directive 

interviews rather than surveys.  This choice helped me understand rather than describe, 

with a certain flexibility of open-ended questions that add information not specifically 

asked for. It also allowed me to obtain qualitative data as precise as possible, even though 

it will not allow me to draw general trends, which is one of the general downsides of field 

research through interviews. Furthermore, some limits were found in the conduct 

interviews itself, a large majority of informants living in the state of São Paulo and being 

part of the high-class society. It may have been more interesting to interview a larger panel 

in order to reflect the great differences that exist in Brazil, but that was made impossible 

due to limited resources and lack of time.  
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 During the period of fieldwork - which extended from February to May 2016 - I 

conducted ten interviews, using an interview guide (cf appendix 1), which was open to 

modifications, depending on the answers received from the informants. Each interview 

was recorded, consent being given from the informants for the use of their names and 

information provided. However I decided to include in this thesis the most striking points 

of the interviews (cf appendix), instead of the entire version, so as to focus on the 

essential. Some of them are translations form French or Portuguese, even though they are 

as close as possible from reality. The questions asked were structured around three main 

topics.  

 

General familiarity and knowledge of “telenovelas”  

 

 The aim of these general questions was to understand the relationship of the 

interviewees with “telenovelas”: how often do they watch them, how many, with whom, 

what are they favorite “telenovelas” and actors, what do they represent to them, what do 

they appreciate about it etc.  

 

Case study and watching of “telenovelas” sequences  

 

 The purpose of this part of the interview was to investigate the reaction of the 

informants after having watched three short sequences of the “telenovela” Avenida Brasil, 

where product placement is used in a more or less subtle way - the sequences being 

described in the next chapter. It is important to note that I didn’t previously tell the 

respondents that my thesis concerned the relationship between “telenovelas” and publicity, 

so they could have purely objective reactions. The questions remained general: what do 

you think of the sequence I just showed you, have you noticed anything particular etc.  

 

“Telenovelas” and publicity  

 

 The last part of the interview was dedicated to general questions on merchandizing in 

“telenovelas”: what do you think of the relationship between “telenovelas” and publicity, 

have you ever bought or thought about buying a product because you had seen it in a 

“telenovela”, does product placement bother you. Precise questions were also asked 



 60 

 

concerning product placements in the previous sequences shown, comparing their 

differences of efficiency: have you noticed the publicity shown in this sequence, how do 

you feel about it, which one did you like best or found the most efficient?  

 

 

2.2.2 - Interview grid 

 

 

 As we said, a qualitative analysis through semi-directive interviews - each of them 

lasting about 40 minutes - was preferred to quantitative data collection to investigate the 

particularity of merchandizing in “telenovelas”. However, a limit to this method is the 

difficult comparisons between interviews that have happened in different contexts. That is 

why I decided to use an interview grid (cf appendix) filled in with the verbatim of the 

interviews, to ease data processing and analyze differences and common points between 

respondents.  

 

 The interviewed population is composed of ten people, of Brazilian nationality from 

different ages. They were chosen because I could meet them easily and for their diverse 

relationships towards telenovela, in order to have a panel as diverse as possible: 

 

• Ana Luisa Villares da Silva Vieira Pliopas - Professor at FGV 

• Victória Mouawad - Student 

• Pedro Ivo Zecchin - Portuguese teacher 

• Sheila Reins - Designer 

• Giselda Pereira - Professor at FGV 

• Cristina Costa - Sports coach 

• Carolina Bortoletti - Student 

• Pablo Costa - Builder 

• Pablo Tarquinio - Unemployed 

• Filipa da Pereira - Stylist  
 

 

  2.2.3 - Case study and “telenovela” sequences 
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 During the period of fieldwork, I watched the TV Globo production Avenida Brasil, 

so as to build a first-hand experience on merchandizing in “telenovelas”. This “telenovela” 

has been an enormous success, as described in previous chapters, and it was chosen as a 

base for a case study within the interviews, through three particular sequences. A single-

case study rather than a multiple one was preferred, and Avenida Brasil was chosen for its 

fame - all respondents knowing it, at least by name - easing the dialogue and comments.  

 

Presentation of the “telenovela”  

 

 As mentioned above, Avenida Brasil, created by João Emanuel Carneiro, is probably 

one of the most famous Brazilian “telenovelas” of the past decade. Broadcast from March, 

26, 2012, to October, 19, 2012, it registered an audience of about 46 million viewers every 

night and 65% audience share - 75% for the last episode46. It also broke the record of 

advertising revenues with a total of 154 merchandizing actions from 18 different firms47. 

The most represented brand is Lupo - analyzed in one of the sequences below - that 

invested $R10 million to cover the seven months of broadcast, as official sponsor of the 

Divino Futebol Clube, team in which the two characters Tufão and Jorginho play and 

regularly shown in the clothing store Elegância, owned by Diógenes. 

 

 This “telenovela” relates the dramatic story of Rita, a young pretty woman, whose 

father dies prematurely. Her stepmother, Carminha, and her lover, Max, send her away to 

live in a landfill, where she is treated almost like a slave. But she meets her true love, 

Batata, that who takes her away to live under the care of nice Lucinda. She is finally 

adopted and goes to live in Argentina with a nice family, who changes her name to Nina. 

Batata is adopted by Carminha and Tufão, a rich soccer player, who has become her new 

lover, and they rename him Jorginho. Years later, Nina, seeking for revenge, moves back 

to Brazil and becomes the personal chef in Carminha’s house. She is confronted to a 

morale dilemma: pursuing her revenge would probably cost her the love of her life, 

Batata/Jorginho, as well as her humanity.  
                                                
46 See	  http://www.forbes.com/sites/andersonantunes/2012/10/19/brazilian-‐telenovela-‐makes-‐billions-‐by-‐
mirroring-‐its-‐viewers-‐lives/#4ef9d88b12ba 
47 See	  http://www.ibopeinteligencia.com/noticias-‐e-‐pesquisas/telespectadores-‐revelam-‐qual-‐final-‐desejam-‐
para-‐carminha-‐da-‐novela-‐avenida-‐brasil/ 
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Presentation of the sequences 

 

 The main objective of this exploratory fieldwork was to analyze three determined 

product placements, different by the brand shown, their subtlety when integrated to the 

plot and the characters promoting it; and see how these differences impact the efficiency 

of merchandizing. The sequences were chosen using Castro’s distinction of product 

placements we’ve explained above (cf table 4): visual stimulation - mere insertion of the 

product within the scene - highlight of the brand - the character uses the product without 

talking about it - and mention in the text - when the character uses the name of the brand 

in a dialogue.  

 

 The first sequence that lasts about two minutes and that was broadcast on May, 4th, 

2012 could be categorized as visual stimulation. It shows the character Tessália, a very 

pretty woman, going to the lingerie shop Elegância. The salesman, Darkson, attends her 

and shows her a pair of red tights, while the brand «Lupo» is clearly shown in the 

background (cf appendix).  

 

 The second sequence was aired on September 6, 2012 and lasts about 1 minute 45 

seconds. It features Suelen, entering her boyfriend Roni’s bedroom, wearing only 

underwear, and bringing with her other pieces of lingerie to show him. She praises this 

new collection she has just bought while grabbing the shopping bag with the name «Lupo» 

and logo of the brand written on it. This sequence could be categorized as a second-level 

product placement that is the highlight of the brand.  

 

 Finally, the last sequence is very short - about 30 seconds - and shows Veronica, a 

very elegant 50-year old woman walking in a crowded street. She complains about the 

noise and the smell in a monologue, while passing in front of a billboard highlighting the 

new condominiums build by the firm Alphaville. The camera focuses 3 seconds on the 

image, while Veronica praises the modernity and comfort of these apartments. This clearly 

belongs to the less subtle type of product placement, the mention in the text.  

 

 These sequences were shown in this order, without any comments made during the 

watching, a few general questions being asked between each sequence. This case study 
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analysis was followed by a series of precise questions concerning publicity and 

“telenovelas” and comparing the efficiency of the different types of product placements.  
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3. Results 

 
 

 The results of the ten interviews conducted during my field research were 

carefully recorded, the most striking points being transcribed – and translated when necessary 

– in a grid of analysis that allowed me to highlight a few points of analysis. These will be 

organized in this part in three main themes, following those used in the interview itself: 

general knowledge of “telenovelas” – practices and representation of Brazilianity – and 

lessons learned on the relationships between publicity and “telenovelas” based on the 

sequences of Avenida Brasil watched during the interview.  

 

3.1. General knowledge of “telenovelas”   

 

3.1.1. Practices of “telenovelas” 

 

The interviews I conducted were very important for my analysis, as they consisted in 

a real starting point of observation, especially since they were semi-directive, which allowed 

respondents to add information not specifically asked for. However, I also felt that most of 

the time, interviewees would answer as if there was a politically correct way to do so. 

Therefore, answers given when the tape recorder was on could totally contradict what they 

had previously told me. I especially highlighted a gap between actual practices of 

“telenovelas” and what informants said about it.  

Indeed, many respondents would despise the habit of watching “telenovelas” from the 

beginning to the end, with sentences such as: «I don’t have time for that» or «only my 

grandmother does so» or «my wife watches them a lot ». This was the case for young people, 

usually students, as well as 50-year old adults. In the same perspective, interviewees would 

generally talk in past tense of their “telenovelas” practices: «I used to watch them», «I no 

longer watch “telenovelas”» etc. This allows them to think of themselves more as an 

observer of a sociological phenomenon rather than actual actors – or «victims»  – of it. This 

was particularly the case for the men interviewed, who considered “telenovelas” as a 
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«women's thing». Media practices concerning the universe of “telenovelas” such as 

magazines or TV shows with TV Globo famous actors are totally despised: « I only read 

“telenovelas” magazines at the doctor’s» or «I don’t know any of the actors anyways.» As 

for people who would admit to watching “telenovelas” two of them found excuses for doing 

so: «I used to work for a retail brand of clothes, it was important to watch “telenovelas” in 

order to follow fashion and offer products that would match the customers’ demands» or «I 

am a designer so I have to be aware of what’s going on in “telenovelas” to know what people 

like» or finally «I do it to please my wife.» This limit and gap between reality and what is 

generally said about “telenovelas” was interesting as it revealed the politically correct 

analyses concerning “telenovelas” and who is considered as the main viewers – namely, 

elderly people, women and children – which enters in contradiction with high audience 

statistics of these programs as well as with what was said off the record. This limit could also 

be linked to the fact that my panel of interviewees was mainly composed of class A or B 

inhabitants of Sao Paulo.  

Despite this limit, some main trends of practices habits could be highlighted. First of 

all, most of the interviewees have watched at least one “telenovela” from the first to the last 

episode, usually when they were children, and could all cite at least three names of 

“telenovelas” and actors. One interesting point to notice is that for three respondents out of 

ten, “telenovelas” were associated with something prohibited, they were not allowed to 

watch, but they would watch anyways with their grandmothers. Anyways, it is always some 

sort of familial tradition: «I would watch it with my mother» or «I don’t watch it with my 

father anymore but we always have a debriefing session after each episode over the phone.» 

Concerning the broadcast time of “telenovelas” no clear rule could be observed, even if the 

9pm one was the favorite of four interviewees out of ten. For many people, “telenovelas” are 

to be associated with a childhood memory, some sort of traditions around it having been 

established, that could be linked to some sort of cultural identity common to most Brazilians, 

or Brazilianity. 

 

3.1.2. Representation of Brazilian society 

 

«Telenovela, soccer, and Carnival are Brazil’s most reliable cultural unifiers» 
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(Kottak, 1990). Indeed, for all respondents, “telenovelas” are an entertainment that 

symbolizes Brazil in some sort of way, as they are composed of many things concerning 

Brazilians in their daily lives: feelings, values, relationships, social debates, settings. They 

represent Brazilian culture as defined by Visonneau: «a universe of shared significations that 

allow the members of a same society to recognize themselves and communicate» (Visonneau, 

2012). As part of this culture – that isn’t fixed but in perpetual movement, adapting to 

changes experienced by society - they give a specific grid of analysis on Brazilian history, 

literature, actuality and politics. However, most informants felt important to notice that it was 

only one grid of lecture, an interpretation that wasn’t a truthful reality.  

Indeed, one informant felt it was important to recall that TV Globo was in situation of 

quasi-monopoly, which allowed the firm to impose its views on many subjects, particularly 

political, while another stated that it was problematic to mix a cultural product such as 

“telenovelas” with profit-seeking and publicity. Four interviewees used the words 

exaggerated, stereotypes or artificial when asked about what “telenovelas” represented to 

them and two were bothered that it could be the image foreigners had of Brazil.  

 

3.2. Publicity and “telenovelas”: lessons learned 

 

3.2.1. Best practices 

 

As we saw in the literature review, “telenovela” producers are confronted to a major 

challenge today, due to a great drop in audience statistics. Too repetitive, old-fashioned, 

substitution by other types of entertainment, too commercialized... There are several reasons 

that we will not focus on. We will rather analyze the best practices concerning publicity in 

“telenovelas” in the light of the interviews.  

All informants acknowledged the tight relationship that exists between “telenovelas” 

and advertising: «telenovelas are a selling machine», «telenovelas make fashion», 

«telenovelas only exist to sell through advertisement» or «a friend of mine would always 

paint her nails blue because she had seen it in a “telenovela”», proving Calza’s point: 

«telenovelas are a highly profitable product, that integrated Brazilian market as a major 

phenomenon of nowadays’ cultural industry» (Calza, 1996). It is however interesting to point 
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out that, once again, interviewees would generally distance themselves from the topic, as if 

they were not directly affected. They never bought a product because they had seen it on TV, 

but a mother or a friend always has. Most of them would remember a specific scene of 

product placement they had noticed in previous “telenovelas” whether it was for beer, 

shampoo or another type of brand. As for the efficiency of tie-in, based on the watching of 

three sequences of Avenida Brasil, with different levels of subtlety in product placement, two 

main lessons learned are to be highlighted.  

 

Subtlety in product placement: a difficult equilibrium to find  

 

 The first lesson I learned concerning the efficiency of product placement in 

“telenovelas” is that there is a difficult equilibrium to find: it has to be subtle – but not too 

much – and repetitive – but not too much. Indeed, six interviewees out of ten thought that 

sequence 1 was the most efficient, corresponding to the most subtle one, the mere insertion of 

the product – in this case, the brand Lupo - within the scene. And subtlety is the objective 

praised by TV Globo itself:  

«Insertion of products, brands, promotions or services in the most 

natural possible way within the Rede Globo programs, taking 

advantage of the empathy between characters and viewers. The 

more the merchandising action is adequate to the plot and the 

characters, the more efficient it will be. For these characteristics, 

merchandising gives authenticity to scenes, which allows changes 

in comportments from the audience, through a modification of 

their consumption habits.» (Globo, 2005, p.37) 

 

The importance of subtlety is confirmed by respondents expressions such as: «too obvious», 

«very artificial», «disturbing», «artificiality within artificiality», «very exaggerated, out of 

the plot», «you feel manipulated, it’s dishonest». However, it is also important not to be too 

subtle in order to remain efficient. In the case of the second sequence for example, which is 
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supposed to be a real highlight of the brand Lupo, the camera films a lot too quickly the bag 

with the name of the brand written on it. This led two respondents to miss the name of the 

brand, even though they had noticed it was a product placement. The last difficult 

equilibrium to find is the frequency. Indeed, Brazilian people are more and more exposed to 

product placement. According to the Research Carona Marketing48, realized in 2012 in Sao 

Paulo, 71% of the interviewees stated they noticed a daily merchandizing action at least six 

times a week. While 73% think it is more efficient than a mere commercial break, because 

the brand has more time to show its product, one can easily imagine how a viewer can get 

bored when a brand such as General Motors appears 285 times on TV – combining both 

commercial breaks and product placement – from January to April (Merchanview, 2012). 

This limit is hard to find and is often crossed, as many respondents from my field study 

thought that «publicity is everywhere», «merchandizing is present in almost every 

“telenovela”», «this “telenovela” was exhausting because it would be a real propaganda for 

shampoo», or finally «advertising is everywhere, almost in every episode, especially the 

brand Natura.» In this last example, one can easily understand how the over frequent product 

placement of Natura backfired and ended up by giving a bad image of the brand to this 

interviewee.  

 

The right product for the right public 

 

 The sequences shown during the interviews presented two very different 

characteristics. While Lupo and its underwear represent a short-term product that is quite 

cheap and whose decision-time of purchasing is rather short, Alphaville advertises a 

condominium that is a long-term investment, which requires some thinking from the 

consumer. The brand Lupo has benefited a lot from this product-placement strategy, as the 

commercial director, Valquírio Cabral Jr, stated that  «the return was well above 

expectations. The product gained in visibility.» It actually allowed the sales to grow by 40%, 

after seven-month of broadcast. Financial results of Alphaville have not been communicated 

but one could guess they have not been as spectacular. Indeed, for the product not being a 

                                                
48 See	   http://www.meioemensagem.com.br/home/midia/2012/05/17/ibope-‐lanca-‐medidor-‐de-‐acoes-‐de-‐

merchandising.html  
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spontaneous purchase, and because it targets a very small part of the population that has the 

financial resources for such a product, its impact on audience is limited. That is a point rose 

by two respondents: «this product placement isn’t, in my point of view, as efficient, because 

the product is aimed at a rich part of the population» or «It wasn’t well integrated to the 

story and it is not the type of product people would buy.» Generalizing from this example, we 

could conclude that some types of products that are cheap and could be spontaneously bought 

such as clothes or accessories would be more efficient when inserted as product placements 

than an expensive one that would require a longer time of pre-purchase thinking.  

 Following the same idea, product placement has to be targeted to the right public. It is 

only normal, for example, that the brand Taiff, a beauty and aesthetics electrical device 

company would invest $R 17M to place its new line of hair treatments within the episodes of 

the “telenovela” Avenida Brasil. Indeed, the audience is in majority feminine and would be 

very attentive to the products used by the hairdresser Monalisa, real protagonist of the show. 

The difficult part is that in very successful “telenovelas” audience is quite heteroclite: 

covering 98% of Brazil, “telenovela” viewers could be rich and Black as well as young and 

homosexual. Therefore, the product placement has to be capable of broadcasting an 

advertising message to all of Brazilian population, whatever its age, social class or age. One 

solution would be to build a precise segmentation of the population in order to increase the 

efficiency of the product placement thanks to the process of identification we will detail in 

the next paragraph. 

 

3.2.2 The identification, key success factor of product placement efficiency 

 

 

 «Merchandizing is the incestuous marriage of fiction and publicity» (Gianini, 

1991). Indeed, as we have seen all along this paper, the relationships between “telenovelas” 

and advertising are very tight. But this quote reveals another phenomenon we have already 

evoked and that was confirmed by my field research: the process of identification, real key 

success factor of an efficient product placement. One character illustrates this theory 

particularly well: Tessalia, main protagonist of the first sequence shown during the 

interviews. She is the epitome of the perfect woman: beautiful, quiet, sincere, romantic, 

honest… She is probably the most desired woman of the neighbor Divino, but is not aware of 
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the power she has over man. Even though this representation of a woman could be considered 

as machist, as pointed out by one informant («It is a disturbing representation of a sexualized 

woman»), most of them admit that the product placement of Lupo is efficient because she is 

pretty: «She has sex-appeal and style», «It is a pretty woman and the product placement is 

quite subtle». The main reason of this efficiency is the process of identification that exists 

between the audience and the character. It is because the viewer wants to look like her and 

personify this symbol of sex appeal that she will buy the pair of tights Tessalia has just 

bought. As said by an interviewee, «The audience loves the characters so much that buying 

the same products is a way of being like them.» Since most of the respondents of my study 

were women, this is also maybe another reason for which six out of ten chose the first 

sequence as the most efficient.   

 The firm Lupo has very well understood the importance of identification as well 

as the importance of targeting the right public. Indeed, the brand is present in two main axis 

of the “telenovela” Avenida Brasil: as main product sold in the shop Elegância – as we have 

seen in the first two sequences – and bought by beautiful and sexy girls such as Tessalia or 

Suelen, and as official sponsor of the Divino Football Club, with the protagonist and 

handsome football player Tufão.  

 However, this process of identification isn’t always made possible by the 

scriptwriters, and it could jeopardize the efficiency of the product placement. Indeed, as we 

have seen in the literature review, “telenovelas” are far from representing a faithful 

representation of Brazilian society. Families shown in “telenovelas” are usually small, White 

and rich, whereas a large majority of Brazilians consider themselves as Black and poverty is 

far from being eradicated. This fact was confirmed by a several respondents: «Brazilian 

“telenovelas” are very caricatural and have a lot of stereotypes, as they mostly show White 

and rich people», «”telenovelas” represent a sort of manipulation, through consumption 

values and modes.» Along with giving a wrong and sometimes hypocritical image of Brazil, 

these limits in the representation of Brazilian society impeach many times brands to be 

efficient in the product placement. Once again, there is an equilibrium to find: the viewer 

could buy the product because he or she dreams of looking like this character, but if the 

character if too far away from the viewer, the viewer looses hope, the process of 

identification stops and the product isn’t bought. 
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3.2.3. “Telenovelas” and social merchandizing 

 

 

“Telenovela” has become «a communication resource which, when activated, makes 

possible to share cultural rights, ethnic diversity and sociability, gaining greater awareness 

and motivation for practices against the conflicts and inequalities of Brazilian society» 

(Lopes, 2009). As we have said in the previous chapters, “telenovelas” work as a real arena 

for public debate, especially since the end of dictatorship in 1985. This is an opinion shared 

by most interviewees: «telenovelas are an interesting movement that reflects changes in 

society, such as gay marriage», «they could make people evolve because they have a strong 

influence», «a lot of people watch “telenovelas” so social merchandizing could be very 

efficient. I remember a “telenovela” showing pictures of disappeared children», or «I 

remember a father asking his daughter to put her seatbelt on. »  This positive influence is 

contested by some informants: «there is some social merchandizing, but a lot more could be 

done», «Social merchandizing is highly improbable because firms are seeking profit», In any 

case, the influence “telenovelas” have on Brazilian population can make us question, as we 

have above, the legitimacy and intentions of TV Globo, in a situation of quasi-monopoly on 

Brazilian market. For Souza Romano, «social merchandizing is a way for TV Globo to give 

itself a good image, the image of a private firm preoccupied with a mission of public 

service.»49 
 

                                                
49 S.	  Romano,	  see	  http://www.cienciaecultura.ufba.br/agenciadenoticias/pesquisadores/maria-‐carmem-‐jacob-‐
de-‐souza-‐romano/ 
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Conclusions 
 

«Novelas have become very much a part of the fabric of Brazilian society» (La 

Pastina, 2004). Indeed, even though “telenovelas” have experienced a significant drop in their 

audience rate, they still represent an aspect of Brazilianity, through their history and 

specificities and because they are exported to the rest of the world. However, the 

representation “telenovelas” make of Brazil has its limits. The main producing firm, TV 

Globo, created during dictatorship and having a quasi-monopoly on Brazilian market can 

easily impose its views and values. Therefore, some have complained of the under-

representation of Black or poor people, fueling a myth of Racial Democracy and eternal 

economic growth.  

However, despite these limits, “telenovelas” have a positive impact on society, in 

particular through social merchandizing. Because they educate people and serve as a platform 

for public debate, they contribute to changing mentalities, or at least reflecting these changes. 

As a sum up, Thomas has stated that they actually are responsible for three distinct social 

functions - pedagogic, memorial and identity consolidation (Thomas, 2003) – that can 

explain their incredible success. 

But the most striking function of “telenovelas” is how they have become real shop 

windows for brands to show their novelties through product placement. This thesis was 

aimed at explaining this phenomen rather than increase theory on this subject. Indeed, 

through the process of identification, “telenovelas” sell dreams to their audience: because the 

viewer wants to become the character he likes, he will buy the products he is using in the 

fiction. Thus, relationships between “telenovelas” and publicity are more and more complex, 

as direct advertising, product placement and product derivatives are all part of a consumption 

system that has been transformed into a very profitable and virtuous circle, a dream factory. 

Throughout our field research, we have come up to the conclusion that this efficiency of 

product placement relies on three equilibriums the advertiser and the script-writer have to 

find: subtlety of the insertion, promotion of the right product to the right public and a 

successful identification of the viewer towards the character. Therefore, far from being an 

easy industry for advertising – as it has long been said towards soap operas – product 

placement within “telenovelas” could be seen as a real art, that has to manoeuver cleverly to 
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make its audience dream.  

However, isn’t this art destined to mass media doomed to become the norm? Indeed, 

audience has more and more possibility to zap traditional commercial breaks, which makes 

product placement the only viable long-term televisual type of advertising. When this 

generalization happens, could product placement in “telenovelas” still be considered as an 

art? Or will quantity tarnish quality? And will it be as efficient on consumers? In other words, 

isn’t the dream factory doomed to disappear?  
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Appendix 

 

Appendix 1: Interview guide 

 
Themes 

 
Related questions  

General facts 
 

- Can you talk to me about yourself ? (Age - Profession - Nationality - 
City of residence) 

Media practices - What type of media do you normally see/read ? 
- What do you like about these programmes ? 

Telenovelas 
 

- What is a “telenovela” to you ?  
- Do you often watch “telenovelas” ? Which one ? How often ? 

With whom ? 
- What is your favorite “telenovela” ? Character ?   
- What vision do you have of “telenovelas” ? 
- What do they represent to you ?  
- What do you appreciate about “telenovelas” ? 
- Are you aware of any other media talking about “telenovelas” 

(newspaper, social media, e-shop etc.) ? 

Case study and 
“telenovela” sequences 

- What do you think of the sequence I just showed you ? 
- Have you noticed anything particular ? Disturbing ? 

“Telenovelas” and 
publicity 
 

- What do you think of the relationships between “telenovelas” and 
publicity ?  

- Have you ever bought or thinking about buying a product 
because it was shown in a “telenovela” ?  

- Does publicity/product placement in “telenovelas” bother you ?  

Comparison of the 
sequences 

- Have you noticed the publicity/product placement shown in the 
sequences ? 
- How do you feel about these product placements ? 
- Which one of the sequences did you like more, in relation to the 

publicity that was shown ? Why ?  
- Which one do you think was the most efficient ? Why ? 
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Appendix 2: Interview grid analysis (1/5) 

 

People interviewed 1 2 

Gender Female Female 

Age 53 39 

Profession Professor  Designer 

General familiarity & 
knowledge of telenovelas 

Watches them, although not 
fully dedicated 

Watches them sometimes, mainly 
for her work, to be updated on 
fashion 

Practices of telenovelas Usually 9pm 
“telenovela”.Watches with her 
father - usually have a debriefing 
session afterwards 

Usually 9 pm “telenovelas”. 
Loved Avenida Brasil, but today 
they are not good, too slow 

What do telenovelas 
represent? 

Entertainment. Something you 
criticize but keep on watching  

Silly entertainment, very simple 
and repetitive. No message behind 
them, and a bit exaggerated but 
very typical of Brazil 

Sequence n°1 Quite obvious but good acting, 
not too pushy 

Efficient because people would 
like to be this beautiful woman. 
The brand was very clear 

Sequence n°2 Efficient because pretty woman 
with sexuality involved 

Disturbing because too obvious, 
even if I couldn’t see the brand 

Sequence n°3 Very artificial If it’s a dream for the character, it 
could be a dream for me.’ 

“Telenovelas” & 
publicity 

“Telenovelas” are a selling 
machine. Publicity is always 
there, out of the plot, bothering. 
Had to be aware of “telenovelas” 
when working in a retail store 

People are very easily influenced 
and get inspired by a nail varnish, 
a hairstyle... People copy. 
Merchandizing in almost every 
“telenovela” More efficient if 
small things such as clothes 

Most efficient sequence Sequence n°1 Sequence n°1 

Other comments  Interesting movement reflecting 
changes in society (ex. gay 
marriage) 

Some social merchandizing, but a 
lot more could be done 
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Appendix 3: Interview grid analysis (2/5) 

 

People interviewed 3 4 

Gender Male Female 

Age 32 22 

Profession Teacher Student  

General familiarity & 
knowledge of 
“telenovelas” 

Used to watch them when a 
child 

Used to watch them when a child 

Practices of “telenovelas” Would watch them with my 
grandmother and mother, but 
never from A to Z. Every 
“telenovela” but the 7pm 

Wasn’t allowed to watch them, 
Would watch it secretly with her 
grandmother. 9pm 

What do “telenovelas” 
represent? 

It’s a cultural product. 
Represents part of Brazilianity 
that we’ve been given. Very 
artificial and exaggerated 

Very caricatural, a lot of 
stereotypes (white and rich 
people, representation of women).  
Disturbing that foreigners would 
have this wrong image of Brazil 

Sequence n°1 Efficient because the viewer is 
considered less as an idiot than 
in other product placements 

Disturbing representation of a 
sexualized woman. But she has 
sex-appeal and style 

Sequence n°2 ‘I know that it works like this 
but this is too obvious’ 

Not as efficient because the 
character is considered as a bad 
person 

Sequence n°3 Artificiality within artificiality Maybe not as efficient because the 
product is aimed at a rich part of 
the population 

“Telenovelas” & publicity Difficult equilibrium to find 
between good exhibition of the 
product and natural acting. 
Remembers a ridiculous 
placement on the beach where 
the waiter would come with a 
beer and present the brand 

Problematic to mix a cultural 
product with publicity. Before, 
would not disturb me, but now yes 

Most efficient sequence Sequence n°1 Sequence n°1 
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People interviewed 3 4 

Other comments  Disturbing that TV Globo has 
a quasi-monopoly on cultural 
TV programs 

Could make people evolve, 
because “telenovelas” have a 
strong influence. But highly 
improbable because profit-seeking 

 
Appendix 4: Interview grid analysis (3/5) 

 

People interviewed 5 6 

Gender Female  Female 

Age 50 37 

Profession Professor Sports coach  

General familiarity & 
knowledge of 
“telenovelas” 

Rarely watches them (about twice 
a month). Doesn’t really like them 

Would watch them regularly 
(between 15 and 23 years old0 
but not anymore 

Practices of 
“telenovelas” 

Would only watch those that were 
literature adaptations 

Tradition in the family, that 
would gather around TV 

What do “telenovelas” 
represent? 

Fashion, family, history. Not a 
very good representation of 
Brazil, but it’s the one people 
would have  

Some sort of manipulation, 
through consumption values and 
modes  

Sequence n°1 Pretty woman and product 
placement that is quite subtle 

It is so obvious it is 
unbelievable. Doesn’t’ make me 
wan to buy but better placement 
than most ones 

Sequence n°2 Very exaggerated, out of the plot Did notice it was a product 
placement but did not notice the 
brand 

Sequence n°3 You feel manipulated, it’s 
dishonest 

Very explicit but short. The 
brand is shown very big, but 
efficient 

“Telenovelas” & 
publicity 

Remembers a “telenovela”, 
Cheias de Charme, which was 
exhausting because a lot too much 
propaganda for a shampoo brand 

It shocks me, but I’m used to it 
now, it’s always like this. But 
the large majority of people 
don’t even notice it 
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People interviewed 5 6 

Most efficient sequence Sequence n°1 Sequence n°3 

Other comments  A lot of audience, so social 
merchandizing could be very 
efficient (ex: photos of 
disappeared children) 

They play with people’s dreams. 
They love characters so much 
that buying the same products is 
a way of being like them 

 

Appendix 5: Interview grid analysis (4/5) 

 

People interviewed 7 8 

Gender Female  Male 

Age 20 44 

Profession Student Builder 

General familiarity & 
knowledge of “telenovelas” 

Would watch it when a child but was 
prohibited 

Would not usually 
watch it  

Practices of “telenovelas” Young people don’t have time to watch 
“telenovelas”, but grandmother 
watches all, even the mini-series  

I watch a few episodes 
to please my wife 

What do “telenovelas” 
represent? 

They are part of Brazil. Fun, 
distraction. You don’t have to be very 
attentive because it’s always the same. 
Nice to talk about them with your 
friends, give your opinions on the 
characters. Loved Avenida Brasil 

Represent the typical 
Brazilian housewife 
that spends hours in 
front of it  

Sequence n°1 Saw the product placement right away 
because concentrated for the interview. 
Otherwise would probably have missed 
it because well integrated in the story 

Saw the product 
placement, very 
exaggerated 

Sequence n°2 Didn’t notice the brand, but obvious 
product placement 

More subtle than the 
first one 

Sequence n°3 Wasn’t well integrated to the story and 
not the type of product people would 
buy  

Shocking product 
placement 
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People interviewed 7 8 

“Telenovelas” & publicity A friend would always paint her nails 
blue because she had seen it in a 
“telenovela”. I never bought something 
from “telenovelas” but mother does. 
Normally, kind of publicity which isn’t 
allowed but it is everywhere, almost in 
every episode, especially the brand 
Natura  

"My wife would 
always buy 
accessories she has 
seen on telenovelas" 

Most efficient sequence Sequence n°2 Sequence n°2 

Other comments  Always a hierarchy in “telenovelas” 
(maids have maids etc.) 
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Appendix 6: Interview grid analysis (5/5) 

 

People interviewed 9 10 

Gender Male  Female 

Age 35 50 

Profession Unemployed Stylist 

General familiarity & 
knowledge of “telenovelas” 

Would watch it when a child, although 
wasn't allowed 

Very fond of 
telenovelas 

Practices of “telenovelas” Watches them now he's unemployed 
but didn't have time before 

Would watch at least 
one entirely per year. 
Especially the 9pm 
one 

What do “telenovelas” 
represent? 

They represent a distraction but very 
far from what Brazil is really like 

Reflection of Brazilian 
society 

Sequence n°1 Obvious product placement Saw the product 
placement, but thought 
it was quite well 
integrated 

Sequence n°2 Even more obvious product placement Didn't notice the brand 
but thought it's 
efficient because girl 
is pretty 

Sequence n°3 Probably too expensive product for 
viewers to buy  

Probably a bit too 
obvious 

“Telenovelas” & publicity Telenovelas literally make fashion. But 
I would never buy what a thousand 
other people bought before me 

"I sometimes go on 
TV Globo website to 
check the products. I 
bought a necklace 
once." 

Most efficient sequence Sequence n°1 Sequence n°2 

Other comments   I think telenovelas can 
have a real impact on 
the society by 
educating young 
people. I remember a 
father asking his 
daughter to put her 
seatbelt on 

 


