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Producoes televisivas japonesas e sul-coreanas na
Netflix Brasil: apontamentos iniciais

Japanese and South Korean television productions
on Netflix Brazil: opening notes

Krystal Urbano!

Resumo: O artigo discute a presenca das produgées televisivas japonesas e
sul-coreanas no catdlogo brasileiro da Netflix. Tendo em vista que nos tltimos
anos a empresa estadunidense tem investido na diversificagdo dos paises produ-
tores, para além dos Estados Unidos, busca-se refletir sobre a participagdo do
Japado e da Coreia do Sul nessa constitui¢do. Através de uma revisdo da literatura
sobre o tema, combinada com um mapeamento inicial dos titulos japoneses e
sul-coreanos que figuram na referida plataforma em sua versao brasileira, ficou
perceptivel a empreitada em curso da Netflix de se consolidar como uma media-
dora audiovisual global e a relevancia dos mercados centrais do Leste Asidtico e
ndo angléfonos, na constitui¢do do seu catdlogo internacional e brasileiro.

Palavras-chave: Netflix; produgdo televisiva; contrafluxos.

Abstract: The article discusses the presence and expansion of Japanese and
South Korean television productions in the Brazilian Netflix catalog. Bearing in
mind that, in recent years, the American company has invested in the diversifica-
tion of producing countries, in addition to the United States, we seek to reflect on
the participation of Japan and South Korea in this constitution. Through a review
of the literature on the topic, combined with an initial mapping of Japanese and
South Korean titles that appear on the referred platform in its Brazilian version,
it is noticeable Netflix’s ongoing effort to consolidate itself as a global audiovisual
mediator and the relevance of the central markets of East Asia and non-English
speakers in the constitution of its international and Brazilian catalog.
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556 JAPANESE AND SOUTH KOREAN TELEVISION PRODUCTIONS ON NETFLIX BRAZIL

Introducao

The media culture lives an effervescent moment of reconfiguration that
reaches every space of its communicative circuit and that has as import-
ant propelling spring the popularization of digital culture. Television
productions from all over the world, with different formats, genres and
languages had never been so accessible (MEIMARIDIS et al., 2020).
The development of means of audiovisual production, distribution
and consumption created in the last decennium in the global market,
combined with the creation of new poles of influence in the television
field, demonstrate significant changes in the global media landscape, in
which we observe new forms of viewing for the audience, as well as an
increase of diversity of nationalities in the flows of contemporary tele-
vision culture. With effect, the technologic development linked to the
arrival of new means of production and sharing of content is imposed as
a data of relative importance for us to reflect about the space in which
the television productions coming from other regions of the world, be-
yond USA and/or western productions, have gradually conquered the
global media market (ALBUQUERQUE; URBANO, 2015).

An expressive example of this movement concerning the field of
audiovisual flows is the ascension of India and Turkey, the latter was
transformed into the second biggest exporter of television series in the
world, losing only to the United States. Turkish soap operas and Indian
cinematographic and television productions have conquered the Arabi-
an world and other countries from Europe and the Americas (BERG,
2007; MARTEL, 2012; GOKULSING, 2004), defying the American
hegemony in global flows. Just like Turkey and their strong Arabian
market have been positioning themselves as an important piece in the
power games of globalizing television flows, Japan and South Korea are
also in this race, becoming powerful producers of television content
with strong appeal in the East and South East Asia (Kim, 2008; Moran;
Keane, 2004; Dissanayake, 2012), but not restricted to these regions.

In fact, the diversity existing in the flows of audiovisual culture in
East Asian countries can be perceived, initially, through Hong Kong
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cinema in the 1970’s (Morris, 2007; Walsh, 2007), following by Japa-
nese animations that also became very expressive internationally in the
1990’s (Iwabuchi, 2004, 2007) and, finally, followed by South Korean
cinema and television productions, that started to have a lot of visibility
in the global market in the 2000’s. More recently, the Japanese anima-
tions along with the films, television series, reality and talk shows of the
most varied themes and formats started to appear in the map of global
media culture flows, having their distribution expanded and potentiali-
zed through video streaming” Services, from the movement of migrant
communities and transnational fandoms of these productions beyond
their regional context (JENKINS, 2009; CHIN; MORIMOTO, 2013).
The presence of television productions from Japan and South Ko-
rea in circulation in Latin American countries, such as Chile, Peru
and Brazil, which count with an avid consumer audience (Madureira
et al., 2014; ladeviTo et al., 2010; Ko et al., 2014) and an expressive
community of immigrants from South Fast Asia, translates this new
de-centralized and culturally diverse media landscape. Brazil, as other
Latin American countries, is found inserted into this scenario led by
some countries that, until recently, did not appear in the mainstream
of global audiovisual culture, influencing and being influenced by the
relations established by this new culturally de-centralized landscape. In
this sense, the global expansion of the United States platform of stream-
ing Netflix acquires an elevated importance in the discussion about the
media counterflow’ of East Asian countries in the global audiovisual

2 Streaming is a form of distribution of data, generally multimedia, through packages, on the
Internet. In streaming, information are not only stored by the user in their own HD, because
the transmission of data is given during the reproduction to the user, who needs to be on-line.

3 In this text, the notion of media counterflow applied to Far East countries intrinsically relates
with the notion of a multipolar world that refers to the multiple flows of globalization.. If in
the 1990’s and 2000, globalization was understood as a process of uniformization in a global
scale, whose incontestable center was the United States, recent years have been comprising
a diversification of globalization initiatives; Many of these new agents are located in different
countries of Asia. Beyond the already consolidated cinema poles in India (Bollywood) and
Hong Kong, new poles of global reach emerge in the Arab world (Al Jazeera’s journalism,
among other channels) television industries from Japan (with animes and doramas), South
Korea (with k-pop and k-drama) and Turkey (one of the biggest exporters of television content
in the world nowadays).
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558 JAPANESE AND SOUTH KOREAN TELEVISION PRODUCTIONS ON NETFLIX BRAZIL

market, offering supplementary evidence on how television formats and
contents produced in a local-regional context can expand beyond their
national borders, reaching the global market (ALBUQUERQUE,; UR-
BANO, 2015).

With effect, the Brazilian catalog of the American streaming platform
Netflix (PENNER; STRAUBHAAR, 2020) is presented as a favorable
environment to reflect about the media counterflow of both countries in
the international audiovisual market, due to currently having a vast ar-
chive of licensed and exclusive products coming from Japan and South
Korea, available for their paying members.* Among these titles are films,
animes, TV series, reality shows and entertainment programs added reg-
ularly, even before the beginning of their operations in the Japanese
and South Korean market, in 2015 and 2016, respectively. A streaming
service that, until recently, was mainly composed by titles of American
cinema and television, shock with the interest and amount of exclusive
content from East Asia and Latin America (MEIMARIDIS et al., 2020).
By signing partnership with television channels from different regions,
Netflix quickly took charge of developing and distributing content and
narratives that had appeal for the audiences of these countries, as well as
potential global reach, which require bigger investigations.

Coming from a de-westernalizing perspective (CURRAN; PARK,
2000; WANG, 2011) about the investigation of television culture flows
that are verified in the global field, the article discusses the presence of
Japanese and South Korean television productions in Netflix’s Brazilian
catalog. Bearing in mind that in the last years the American company has
invested in the diversification of producing countries beyond the United
States reflects about the Japanese and South Korean participation in this
constitution. Through a bibliographic review on the theme, combines
by the initial mapping of Japanese and South Korean titles that are pres-
ent in the platform in its Brazilian version, it became evident Netflix’s
ongoing endeavor of becoming the main global audiovisual mediator,
4 Netlix is today the biggest entertainment services in the world, with approximately 125 million

members in over 190 countries. This audience consumes over 140 million hours of content per
day, including original series, documentaries and movies (NETFLIX INVESTORS, 2019).
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when producing and making available non-anglophones productions
and the central markets of East Asia in their international and Brazilian
catalog.

The media counterflow of countries of the Far East in a
multipolar world

The development of a solid media industry in the Far East can be under-
stood both as a direct consequence of the wave of globalization from the
West, which began in the 1980, and a local reaction to it (Iwabuchi,
2007; Kim, 2008). It was, therefore, a complex process, which involved
injunctions of economic, social-political and cultural nature. With rela-
tion to the first aspect, starting from the 1960’s, the countries of the Far
East region began to emerge as a relevant pole of the world economy
(Rowen, 1998). The process was initially led by Japan, whose economy
became the second biggest economy in the world in the 1980, only
behind the United States. From this decade onwards, other countries
started to stand out in the economic field. South Korea, Singapore, Tai-
wan and Malaysia. Finally, in the turn of the century, China — which
relaxed its communist model in a way to make it compatible with insti-
tutions characteristic of the market society — was asserted as one global
economy —, which contributed to raise the economic relevance in the
region. Even more importantly, the countries of the region expanded
considerably their economic and cultural integration, not only among
themselves, but also with other countries from the Far East, such as
Thailand, Indonesia and the Philippines (Dobson; Yue, 1997; Rowen,
1998).

With effect, the media counterflow of Far East countries can be un-
derstood as a reaction to the expansion of western media conglomerates,
perceived as an evidence of the media imperialism (ALBUQUERQUE;
URBANO, 2015). In the intellectual field, it was associated to an ef-
fort of relativization of the interpretative models coming from the West,
through an effort of its “provincialization” (CHAKRABARTY, 2000) or
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“de-westernalization” (CURRAN; Park, 2000; WANG, 2011) and the
proposition of analytical alternatives such as the construction of a field
of interasian studies (ERNI; Chua, 2005; KIM, 2008). Concerning the
media, the first reaction of the local government of the countries in the
Far East was to establish many limits to the penetration of western media
content, either through the prohibition of the installation of satellite
dishes without authorization, the establishment of maximum quotas
of foreign programs in the television of these countries or other forms
of control. In a second moment, they made an effort to develop local
content, with the potential of producing a sense of cultural proximity
(and ethnic identification) through its audience (CHADHA; Kavoori,
2000; STRAUBHAAR, 1991). This effort did not fail to produce results,
leading to the constitution of a vigorous market for the regional media
culture, through the construction of a cultural heritage shared by these
countries.

About that, it is important to highlight the importance of the role that
the local television industries have been playing both in the dynamic
sector of some of these countries and as a strategic element of regional
integration (ALBUQUERQUE and URBANO, 2015). In fact, the first
agent that was capable of producing television formats and contents
that had a certain regional appeal was Japan — such as animations (an-
imes)’ and TV shows (doramas)® — but their position facing other Asian
countries was complicated. First, due to the Japanese persistence in
highlighting the cultural specificity (Japanese psyche) in their television
production and, even more importantly, the huge resentment against
the country, which led to some others, like South Korea, for instance,
to establish official policies of restriction to Japanese cultural products
(Iwabuchi, 2002) until recently. South Korea, in turn, placed their bets
in a different strategy, investing in generic elements and strategies of

5 Here in this text, we understand animes as animation series in a serialized format for broadcast-
ing in TV channels.

6 Television series produced by Japanese and South Korean industries are internationally recog-
nized by their audience through the terms doramas and k-dramas, respectively. Unlike what
happens in the western context, the term does not talk about the genre, but the format and its
nationality.

COMUN. M{DIA CONSUMO, SAO PAULO, V. 17, N. 50, P. 555-573, SET./DEZ. 2020



KRYSTAL URBANO 561

hybridization (Shim, 2006) — capable of enabling a feeling of cultural
proximity on behalf of a wider audience, as shown in the success case of
the Korean series (k-dramas) in the whole region, including Japan, but
beyond this country.

Even though they present historic similarities and differences in
terms of strategies and incentives, the media counterflow of Japan and
South Korea demonstrates how both countries seek to produce and dis-
tribute their audiovisual works through the activities of their cultural
industries, in an alliance between market logics and a political project of
international influence, consolidated through the concepts of soft pow-
er and nation branding7 (ALBUQUERQUE,; URBANO, 2015). Japan,
since the 1980’s, and South Korea, since the 2000’s, have been devel-
oping a wide variety of audiovisual contents for the most varied tastes of
consumers in the East and Southeast Asia, also expanding to the global
market. With the support of bold public policies, Japan and South Ko-
rea’s television industries have been capable of making strategic moves,
in order to expand the distribution of their audiovisual culture in a fairly
efficient way in different countries, especially with the Latin American
audience (Madureira et al, 2014; IadeviTo et al, 2010; ko et al. 2014).

However, even with the growing evidence that comprise a quick
change of axis in the global balance towards Asian countries, especial-
ly in the cultural field, the access of television productions of these
countries still remain fairly limited to the international audience. Fur-
thermore, the academic debate in Brazil about the flow of television
content in the global market and how the audience relates with these
products remains strongly based in examples that are referred to the
so-called advanced western countries, especially the United States and
United Kingdom (ALBUQUERQUE; URBANO, 2015). Nevertheless

the products coming from these countries have effectively played a

7 Soft power talks about the tacit skill of getting what you want through attraction, not coercion.
It is, therefore, a powerful tool to get advantages through influence of public opinion. Nation
branding would be the process of image management in order to improve the reputation of a
country. (NYE, 1990; FAN, 2010).
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562 JAPANESE AND SOUTH KOREAN TELEVISION PRODUCTIONS ON NETFLIX BRAZIL

dominant role concerning their global circulation, the lessons they have
to offer are far from universal.

In this context, Netflix is positioned as an important agent in the
observation of this media counterflow of East Asian countries in the
global market, making non-anglophone productions available in their
catalogue, and more importantly, beginning to invest in local television
industries from Far East countries, such as Japan and South Korea, cen-
tral markets of the referred region which, in the specific context of this
text, stand out.

Netflix and its model of global mediation

According to Castellano and Meimaridis (2016), the American stream-
ing platform for films and series Netflix has been consolidated as one of
the main producers and distributors of audiovisual content of the glob-
al market. The company opened in 1997 as a rental service for VHS
and DVDs which, in 2007, began to migrate to an online platform. In
2010, the company operation began to focus on the model of streaming,
through the provision of online content, with a great offer of films, tele-
vision series and other audiovisual products (XUE, 2014). Beginning
in 2013, the service started to create exclusive digital content with the
series House of Cards (2013-2018) and Hemlock Grove (2013-2015).
Since then, Netflix works with two types of content: “original content”
and the so-called “2nd run movies and TV shows”. The original con-
tent would be divided into two: original productions (such as Stranger
Things and The OA) and licensed products (such as House of Cards and
Orange is the new black). In turn, contents called “2nd run movies and
TV shows” would be content bought for Netflix distribution after being
transmitted on TV, cable or network.

Among the most important characteristics of Netflix’s mediation
model, which comprises the idea of illustrating the strategy of ongoing
global expansion currently happening, about the mediation of television
content available in their platform are: a) the vast offer of content of the
most varied nationalities and formats with subtitles and dubbing in the
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local language; b) the possibility of fruition of all episodes of a show at
once — what has been called binge watching — also enabling new forms
of production, consumption and viewing (Ladeira, 2010; Tryon, 2013,
2015; Matrix, 2014) and, finally; ¢) the referred platform also have been
adopting a posture of praise of their productions through discourses of
distinction about the “quality” of their original productions (Castellano;
Meimaridis, 2016).

About the first aspect, Netlix’s expansion was followed by the pro-
duction and distribution of new contents beyond the American and/or
western audiovisual market, illustrating, thus a diverse television media
landscape in terms of regional representation. In Brazil, Netflix began
its operations still in 2011, as part of a company strategy in attaining
viewers from Latin American countries, followed by Europe and Asia, in
the following years. In fact, only in 2016 that Brazil had its first co-pro-
duction with Netflix, with the show 3% (2016 - present), followed by The
Mechanism (2018 - present) and Girls from Ipanema (2019 - present).
However, Brazil is the non-English speaking country with the biggest
amount of series in the platform, detaining 6% of Netflix’s paying mem-
bers in all the world, which corresponds to approximately 7.5% million
clients (PAZ, 2018). In fact, Netflix has been maintaining a constant
production of original and licensed content that are not restricted to
American or English-speaking countries, productions like the Spanish
series La Casa de Papel (2017 - present) and the Mexican series Club de
Cuervos (Netflix, 2015-2019) and East Asian countries, such as the Jap-
anese reality show Terrace House (2015 - present) and the South Korean
drama Kingdom (2019 - Present), began to participate with the seal of
“quality” of Netflix’s original productions.

About the second aspect, Netflix have also been encouraging, from
the beginning of their operations in the streaming format, more intense
consumption practices of television productions, such as binge watch-
ing, which has been promoting a popularization of the practice and
evidencing new forms of watching in the consumption of serial pro-
ductions along with global audiences (Castellano; Meimaridis, 2018).
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Since the distribution and the consumption of television serial pro-
ductions, until recently, were dependent of the presence and time of
television schedules of network and cable TV, currently binge-watch-
ing “has been flourished in a practice increasingly relevant within the
circuit of production and commercialization of television series fiction
and the importance of streaming services is undeniable” (Castellano;
Meimaridis, 2016, p. 204). Although it is not responsible for the creation
of binge-watching, Netflix along with other streaming services, such as
Hulu and Amazon Prime, along with technological advances from the
last ten years (such as the arrival of the VHS technology, DVD boxes
and illegal downloads of episodes), to provide in its system all episodes
all at once, has modified the relation between viewer and serial televi-
sion productions (Matrix, 2014; Tryon, 2013).

In third place, about the variable of quality in their original produc-
tions, the Netflix model uses widely a strategy of self-promotion anchored
in a discourse of distinction, at the same time it commercializes content
of network and cable television from the United States and several oth-
er countries in the world. In this sense, the presence of productions
coming from Japan and South Korea and other television industries
located outside the axis USA-Europe in Neflix’s international platform
gains an elevated importance concerning the promotion of “visibility”
of new poles of television production in the midst of global flows. Even
it Castellano and Meimaridis (2016) affirm that Netflix would not be
capable of guaranteeing the same prestige of all productions available in
their platform, “once their system is proposed by an expressive variety of
shows (...) Their original productions vary, in a canon point of view, in
terms of aesthetic and narrative quality” (Castellano; Meimaridis, 2016,
p. 197), it is precisely in the variable of “diversity” of nationalities of
the productions in their catalog, that the referred service demonstrates
their intention in consolidating themselves as a new producing and dis-
tributing model of global audiovisual productions in the context of a
multipolar world.
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While initiating their operations along the Japanese television market
in 2015, Netflix has deepen their bonds with local networks — TV Fuji,
NHK and TV Tokyo —, resulting in the insertion of several Japanese
original titles and productions in its international catalog, such as the
case of the drama Atelier (2015), the first co-production between Net-
flix and TV Fuji that was provided in the platform for many countries,
among which the United Kingdom and Brazil. In the case of animes,
the ones who stand out are Knights of Sidonia (2014-2015), The Seven
Deadly Slin (2015-2018) and Aggretsuko (2018 - present). Relationship
reality shows such as Ainori Love Van (2017 - present) and REAL Love
(2018 - present) were also inserted in the international and Brazilian
catalog on Netflix.

Similarly to the Japanese context, the beginning of Netflix’s op-
erations in the South Korean market in 2016, created the conditions
so that the first partnerships between the referred platform and local
television channels — such as TVN, MBC and KBS — began to consol-
idate. Original co-productions such as the dramas My Only Love Song
(2016), Argon (2017), Arthdal Chronicles (2019 - present) along with
over one hundred high-impact titles in the international market such as
Descendants of the Sun (2016), Memories of Alhambra (2018 - present)
and Hae-Ryung, the Historian (2019 - present), have been revealing an
unique opportunity to propel the propagation of audiovisual content of
Hallyu that comprises the ascension of South Korean pop culture in
the international scenario. Along with this vast archive of TV shows,
reality and talk shows like Abnormal Summit (2016-2017), Hyori’s Bed
and Breakfast (2017-2018), Hidden Singer (2012-2018) and Chef & My
Fridge (2014 - present), have also been inserted in the international and
Brazilian catalog on Netflix.

The establishment of Netflix in Japan and South Korea, in 2015 and
2016, respectively, constitutes the starting point for reflecting about a
purchase and the incorporation of different Japanese and South Korean
contents to the catalogs of other countries, as it is the case in Brazil,
which currently has access of over one hundred audiovisual productions
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coming from both countries. Even before the arrival of Netflix in Japan
and South Korea, the Brazilian catalog already had dozens of Japanese
and South Korean productions, according to the initial mapping of titles
performed for this research, in June, 2020, the situation is presented very
differently, as we will see in the next section.

Japanese and South Korean television productions on
Netflix Brazil

In Brazil, the presence and circulation of television content coming
from the Far Fast can be well understood as linked to the exhibition of
live action movies and series and, later, Japanese animation in the local
television (network and cable TV). Between 1960’s and 1990’s, there
were a significant flow of circulation of these Japanese content in local
media, but with the advent of the internet in the 2000, this flow had
decreased, even with evidence of a big demand of these shows in the
country. Until that given moment, South Korean television productions
remained incognito in Brazilian television schedules, coming to be dis-
covered by forms and actors that weren’t planned ahead.

In fact, it was through the pioneering movement of fansubbers® in the
environment of social media in the turn of the century that happens the
insertion of South Korean television content in the Brazilian internet,
with K-dramas. Through sociocultural and linguistic policies, of acces-
sibility, temporality and quality (URBANO, 2013), that were historically
built throughout time, Brazilian fansubbers created the basis for fruition
and consumption of Japanese and South Korean television productions
through which the streaming market in action in our country would
later be benefitiated. In other words, such movement seem to have cre-
ated the conditions of possibilities so that Netflix and their model could
be quickly embraced by the consumer audience of Japanese and South

8  Fans that translate, subtitle and distribute audiovisual content from Japan in the digital envi-
ronment. In Brazil, the practice began in the second half of 1990’s, expanding rapidly to the
internet in the turn of the century, due to the easiness enabled by the digital environment

(URBANO, 2013).
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Korean television productions, with the beginning of their operations in
our country (CAPANEMA, 2013).

According to the mapping data performed by Penner and Strauhbaar
(2020) in the Brazilian Netflix catalog, only in 2018 “3,953 titles were
available for consumption in that period, putting the country in the 10th
place between the places with the biggest offer of content” (PENNER;
STRAUHBAAR, 2020, p. 129). Among these countries producing orig-
inal and licensed titled with exclusivity for Netflix Brazil, Japan stands
out, occupying the 4th position (with 40 titles, which corresponded to
5.63% of the Brazilian catalog) and South Korea, occupying the 6th
position (with 16 titles, which corresponded to 2.25% of the Brazilian
catalog). However, even with the expansion of original nationalities
pointed in Netflix’s Brazilian catalog in 2018, with Latin American,
North American, African, Asian, European and Oceanian shows, it is
possible to perceive the permanence of centrality of the English-speak-
ing market to the corporation.

Only the United States are responsible for almost 58% of the exclusive
content available. If we sum productions from other English-speaking
countries (England, Ireland, Canada, Australia and New Zealand), the
total reaches over 75% of everything original or licensed with exclusivi-
ty offered in the Brazilian catalog (PENNER; STRAUHBAAR, 2020, p.
138).

At the same time that we perceive a growth in the investment in
Asian productions, pointing Japan and South Korea, for instance, as the
more evident focus for expansion, we still notice a predominance of
English-speaking productions in their constitution and business mod-
el. Because of that, we agree that “having only American content in a
platform that makes an effort of positioning themselves as “global” no
longer makes sense in a scenario in which the poles of peripheral cul-
ture production are rising” (MEIMARIDIS et al., 2020, p. 26). In this
sense, it becomes relevant to think about the presence of these countries

in the constitution of this catalog, in its Brazilian version, once Brazil
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has an avid consumer audience of these productions and an expressive
community of immigrants from East Asia.

In fact, even before Netflix’s arrival in Japan and South Korea, in
2015 and 2016, the Brazilian catalog already had dozens of movies and
television shows from Japan and South Korea, among original, licensed
and acquired productions after the exhibition in local channels. In
2018, as we've seen, there was a considerable expansion of the titles
available, according to the data found on Penner and Strauhbaar (2020).
However, according to the initial mapping’ of titles available performed
for this research, until June 5th, 2020, the situation is very differently
presented (Table 1). We mainly notice a bigger variety of audiovisual
formats in circulation from Japan and South Korea, beyond films, TV
dramas and animation series, among which we highlight reality and talk
shows to be the biggest ews in the flow coming from these countries in
the environment of Brazilian Netflix.

Table 1 - Japanese and South Korean audiovisual productions on Netflix Brazil

Country Animated | TV Dramas | Films and Reality and talk | Total
series documentaries | shows

Japan 94 21 61 18 194

South 5 104 41 7 157

Korea

Source: table created by the author

On Table 1, it is possible to verify the origins of the program, ac-
cording to the country — in this case, Japan and South Korea — and the
format of these places of production that are provided in the platform.
We perceive that Japan is currently presented as leader in quantitative
terms, with 194 productions in total at the platform. South Korea, in

9 Mapping performed between May 05th and June 05th, 2020 manually in the platform’s websi-
te (http:/metflix.com.br) with the help of websites https://unogs.com/countrydetail/ and https://
www.nonetflix.com.br/.
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turn, makes a mark in the Brazilian catalogue with currently 157 titles,
approaching the quantitative terms of Japan. In total, both countries
can reach the mark of 351 original, licensed and acquired productions.
When we think only in terms of television productions and we take off
films and documentaries of the amount, still, remain 249 titles, among
which the majority is subtitled and also dubbed for Portuguese.

About the formats in evidence in the Brazilian platform until the
moment of research, in the Japanese case, we notice the wide predom-
inance of titles of animes, while in the South Korean case, television
dramas have a bigger highlight in quantitative terms. In both cases,
movies and documentaries occupy the second position. Television dra-
mas occupy the third position in the Japanese case, while in the South
Korean case, this position is filled by reality and talk shows. Finally,
reality shows fill the fourth position in the Japanese case and in the
South Korean case animated series correspond to this position. What
remains evident in both cases is that Japanese reality and talk shows and
South Korean animated series present as the big news in this offer of the
Brazilian catalog, being a topic that require further investigation in the
continuation of research.

When we relate these collected data about the presence of Japan and
South Korea in Neflix Brazil to the most recent expansion of titles com-
ing from China, Hong Kong, Taiwan, Thailand, Indonesia, Singapore,
Malaysia, Philippines and Cambodia, becomes even more evident the
phenomenon of expansion of titles coming from the East and South
Fast Asia in the Brazilian platform. Even though it is not the focus of
this text, it becomes primordial to point towards the presence of audio-
visual productions of these other countries, which currently correspond
to the total of 218 productions, demonstrating, thus, the ascension of
new poles of television production in the midst of global flows. With
effect, “the importance of this phenomenon is huge when taking into
consideration we live in a scenario marked historically by the cultural
homogenization, despite every local movement of resistance” (PEN-

NER; STRAUHBAAR, 2020, p. 143).
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Final considerations

The contemporary world goes through extraordinary changes. For
centuries, and up until very recently, the superiority of the Western Civi-
lization over the rest of the world was accepted as a self-evident given. In
this context, Europe and United states worked as an absolute referential,
through which every society was measured, and the non-western or situ-
ated in the peripheral area of the West had little interest and few means
to investigate one another in a direct way. However, growing evidences
comprise an accelerated change of axis, in the global balance, towards
Asian countries. The influence of Asian countries is felt throughout the
world through its growing power of economic investment, of their tech-
nologic power and, more recently, the global reach of media products
and pop culture originated from them. However, until the present mo-
ment, Asian countries remain as a marginal topic, or even completely
ignored by the university teaching and research in Brazil. When they
occur, the study and research on these countries are generally mediated
through references to western examples and literature.

In this scenario, the international advent and popularization of a re-
gional, solid and original television culture, shared between the Far East
countries, reveals the importance of contemplating in a positive man-
ner the issues related to the production and circulation of formats and
genres of television industries of Asian societies in the field of studies
on the contemporary audiovisual scenario. The term “positive” is not
taken here in its normative sense — as a “defense from the characteristics
of audiovisual production of these societies —, but in a methodological
sense: it is about trying to consider them in their own parameters, not
based on the subordinate reference to the western societies, as it fre-
quently happens. Because of that, the text sought to promote an early
reflection having in mind to expand the horizons of investigation about
the uprising of new poles of television production in the midst of glob-
al flows, and, on the other hand, initially reflect about the presence of
these productions in the catalog of Netflix Brazil. Since it is an explor-
atory text, having some important questions that weren’t deepened, they
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will later be properly explored, in the continuation and maturation of
the discussion.
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