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So I’m going to talk about something different in the context of the wonderful story-

telling traditions and artistic achievements that we’ve seen today and yesterday.  I’m 

going to introduce something on the sort of the macro level of the fortunate, unfortu-

nate business of children’s media and children’s content, perhaps contentment.  So, 

what I’m talking about is hybridity and transnational children’s animation.  So, I’m 

very happy to be with you today.  Unfortunately, because I have been doing research, I 

have some notes I’m working from, so you will have to forgive me there.  To talk about 

cultural hybridization in children’s animation, as a PHD candidate from the University 

of Anglia in UK, my research concerns the evolution of animation production here in 

India.  My current work investigates the methods available to members of the anima-

tion community to impact the conditions of their practice.  And this paper, examines 

children’s animation content in the context of the remarkable rise of transnational 

television grants in India.  Children’s television represents one of the few media spaces 

that has experienced truly global network coverage, but also fierce competition and in 

some cases local diversity.  Drawing on debates around media localization I will dem-

onstrate how outlets like cartoon network, Disney and nickelodeon are based not only 

on the economic clout of these US based media giants but also on their ability to present 

themselves as cultural hybrids both to their audiences and to their parents.  



Media globalization is now a very familiar idea.  Migration of words, pictures and ideas 

from one side of the world to the other has become part of daily routine.  Nonetheless the 

rise of satellite television has changed the basic dynamics of media culture.  Boosting the 

economies of production and opening entirely new channels of distribution.  The cultur-

al implications of this remain subject to fierce debate, ranging from two opposing per-

spectives.  First, that of cultural imperialism which anticipates media domination by a 

single center and cultural uniformity that results and the second, cultural globalization, 

which would be predicting flexibility and even diversity as time goes by.  In the begin-

ning of satellite television many TV marketers expected to rebroadcast their prestige as 

content internationally and analysts’ as a result feared dominance and standardization 

would become the norm.  Yet, when Viacom tried this with MTV in Europe, they encoun-

tered some significant resistance.  And was the cultural theory of proximity, wherein 

audiences will choose what they will perceive to be local content of similar quality.  

MTV adapted to this by relaunching their channels in Europe, localized each market.  

It became clear that multi national television would require a constant balancing act 

between economical standardization and competitive adaptation.  But the localization 

itself has evolved over time.  Originally dubbing content had global headquarters.  It 

is led to what they call a transnational network.  It’s what defines as semi-autonomous 

local channels which their assets that apply them selectively balancing old and new, 

imported and domestic content.  This is will be examples of imported content that we 

are familiar with here.  Despite the rhetoric of localization, let’s take points out of the 

localized version of globally branded children’s television networks that constitute the 

most standardized and uniformed category within the diverse range of transnational 

television.  So remaining remarkably similar worldwide, the characteristics of anima-

tion allow these networks to do two things beyond simple localization which would 

be cultural hybridity and ambiguity.  Rather than having to invest in expensive local 

programming to eliminate the idea of foreignness from their content, animation may 

be very inexpensively dubbed and adapted to local tastes as Cartoon Network, India 

this is called trans creation, reimagining the concept and story to add domestic, local 

flavor.  The result is that imported animation becomes something culturally ambiguous 

to children and even transparent to the audience.  And this has significant ramifica-

tions for their media identity and their cultural identity.  Aggressively targeting India 

are channels like Cartoon Network, Disney and MTV, MTV’s sister channel Nickelodeon 

and their various other brands like Hungama, XD, Pogo have quickly become the most 

prosperous and competitive in the world and animation is absolutely crucial to their 



business.  While the majority of animation they show in this country is imported, each 

brand promotes itself locally with a localization strategy.  So launched in 1995, Turner 

was Cartoon Network claimed not only to be the leading kid’s entertainment channel 

in the country but also the localization leader with some 28 million viewers, “available 

in English, Hindi, Tamil and Telegu”.  Cartoon Network India is the first international 

kid’s channel to 25 locally produced animation programs.  Similarly Nickelodeon which 

was launched nationally in 1999 claims a 34.2 million home viewing and has localized 

over the time periodically adding Hindi, Tamil and Telegu to their network.  It carries 

somewhat less local animation but claims to provide kids a responsive and empower-

ing experience, a complete multi-platform brand experience.  Undoubtedly the success 

of international brands, those of significant barriers to local participation and anima-

tion are coming down to economies of scale.  These networks possess huge animation 

archives and libraries and the content in them have incredibly long profitable lifespans.  

The existence of still profitable back catalog tends to desensitize even local content from 

being produced in the first place.  The multinationals have access to even greater profits 

through their merchandising and we’ve seen a bit of merchandising earlier today in 

literature, children’s literature.  While losing the immediate gains they would get from 

simply selling the rights to local screening, in 2006 it was reported that over half of 

the brand’s revenues were derived from merchandising alone.  As a result, animation 

has probably made kid’s networks the most dependable properties for global or outside 

operations the large media conglomerate have.  There are some advantages to transna-

tional media giants.  Their competition generates an appetite for new animation that 

might not otherwise exist.  This demand is spread across markets which heavily favors 

both animation outsourcing and co-production agreements enabling studios to some 

extent in India to join global supply chains leveraging lower costs and technical capa-

bilities.  Series like Crest Animation’s “Jakers” have done very well in both Europe and 

United States and the rest of North America. 

Indian producers have also applied cultural expertise to help multinationals access 

global audiences.  Image Ventures - this is also one of the examples where you will 

see an exported program with an Indian protagonist and yet an explicit multicultural 

theme.  Small regional producers are also taking advantage of cultural proximity to 

target those at the opposite end of economies of scale, audiences that are not profit-

able for the multinationals to target as yet.  A good example of this would be Hibiscus 

Digital Media’s Malayalam VCDs, “Kathu and Pupi”; they are not broadcast direct to 



consumer.  While locally popular these series do not yet figure in the multinationals 

global strategies and Indian studios have relatively little original network content for 

Indian children.  Nonetheless, some producers remain very optimistic that this trend 

of localization might increase and eventually favor local animation.  According to the 

industry outlet, Animation Express, “We believe that sooner or later market dynamics 

and the increasing competition in the kid’s television channel space will change things 

and make it imperative for them to invest in locally created animation shows”.  In 

the last several years, the competition has indeed become more fierce and milestones, 

namely a milestone named “Chhota Bheem”, Green Gold’s Chhota Bheem, network 

level volumes and incredible merchandising potential, it would seem and most impor-

tantly the audience appeal in the right demographic.  Assessing how and this perhaps 

is the; we are into something that’s more in common.  

How does transnational hybridized television animation impacts children’s identity 

formation?  Children tend to be among the earliest and most enthusiastic adopters 

of new media.  And the way they use technologies like satellite television and the In-

ternet are very culturally interesting and not just exciting or worrisome but both.  Ac-

cording to Livingston, youth media practices are “Challenge normative, social captive 

values”.  But parents fear that the prominent place of western commercial media takes 

in their children’s cultural lives.  A growing base of ethnographic research seems to 

indicate that children’s media identity is based on negotiation between many different 

influences in surprising combinations.  There are reports that children’s willingness to 

simultaneously hold what seems to be “irreconcilable world views” and dealing with 

conflict between television and traditional culture, a capacity to compartmentalize im-

ported, “mere entertainment” from what would be the culturally relevant local.  Now 

it’s a little hard to understand how that would take place but children are sometimes a 

little bit incomprehensible in that regard to adults.  The promise implicit in marketing 

like Nickelodeon’s multi-platform branding experience that it allows you to engage in 

what is come to be called the information or knowledge society.  At the same time it 

is important to avoid a naive assumption of the transformative possibilities of media 

that has somehow access to what is going on in the world, what the global brands will 

provide or somehow solve all of the problems that we see in media culture.  That’s not 

very likely, I don’t think.  Even taken the most nuanced viewing habits, so as their tastes 

become more sophisticated and they become even more valuable to marketers. Touch-

ing the complexity of audience response does not excuse content producers of some 



responsibility.  Maran & Chung describe this as voracious early adopting child as the 

global child interested in western culture and seeking out what is new and different at 

the expense of the homegrown and the familiar.  These viewers are targeted even at 

a very young age as loyal audience members and consumers who will be able to pro-

gress across partner brands, say from Nickelodeon to MTV.  So hybridization provides 

not only access to the information society but a means for the multinationals to create 

brand security.  So perhaps than the important issue is media literacy in interest of both 

the youth and local competition in media.  What is required then is critical literacy 

which realizes the promise of the knowledge society by allowing children to adapt and 

reuse information as they choose in their own identity development.  As Cleman points 

out, “Understanding that all media is constructed and a critical ability to deconstruct 

the methods and purposes behind it’s messages is the best counter balance whether the 

content is local and politicized or global and commercialized”.  In this conception then 

the health of children’s media practices is found in fluency rather than dependency 

on the media they are consuming.  The explosion of animation on satellite television 

has allowed multinational children’s channels to bypass simple localization for a more 

complex hybrid cultural space.  Using youth targeted programming and marketing, the 

major brands have made imported animation culturally palatable with little recourse 

to domestic animated series.  To compensate local studios have needed to innovate and 

move out of the outsourcing space, partnering with international co-productions and 

serving cultural niches both home and abroad.  However, this is in the interest of local 

animators that greater competition foster further localization and domestic children’s 

animated series and I should take a pause also it’s in the interest that people who are 

innovating and doing culturally interesting work also be encouraged.  And I think we 

have seen a lot of that today, particularly from faculty from here.  I think the more of 

that we see the more discussions such as this may become hopefully irrelevant.  Chil-

dren who watch this animation much like the global media that plays an ever growing 

role in their media lives do not so much localize as hybridize.  The content that kids 

connect with is not based simply on a simple attraction to western brands.  To borrow a 

phase from Nickelodeon’s ‘Jaiperia’ what brings kid’s imagination alive is drawn from 

a complex mediation of cultures that children are ever more proficient and negotiating.  

This suggests that celebrating the moving target of children’s media culture indeed chil-

dren’s culture in general with emphasis on literacy and active participation.  Selecting a 

healthy balance between globalization and local production highlights the importance 

of media literacy building not passive consumers but perceptive and engaged young 



viewers.  Failure to do this, I would argue risks leaving children in a media environment 

build solely around brand loyalty rather than informed media practice.  

To conclude, all this leaves the status of producers of children’s animated content, 

indeed children’s content in general very much in question.  There has been very little 

research on relationship between children’s producers and children or children’s ani-

mators and children.  Producer expectations are assumptions about their audience; 

instead there has been a lot of work on the commercialization of children’s culture and 

children as a vulnerable audience as I’ve said.  Addressing the assumptions between 

producer and audience may reveal a great deal about how, what the trajectory of chil-

dren’s media might be and this raises new questions, how do content creators serve and 

respect a savvy youth audience of the technologically capable in the face of the tech-

nologically illiterate adult and how to we talk about this aspect of media practice when 

someone asks what changes need to be made in the future.  So on the subject of change, 

I would like to conclude and open this discussion perhaps to the assembled expertise on 

this subject which is greater than mine.  And I would appreciate your perspectives when 

dealing with content for children in this evolving cultural environment.  Thank You.


