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This article discusses the process of transnationalization of the telenovela industry from a perspective that seeks to articulate economic and cultural anylisis (social symbolic).  Two objectives guide this analysis.  First, to contribute to the theoretical field on globalization through a criticism of the attributes of “deterritorialization” and “homogenization” which are often associated with the idea of globalization without being put to the test in at least some realms of experience.  Through a close analysis of the telenovela industry, I examine those presuppositions in order to demonstrate both how new territorial references emerge (particularly the city of Miami) and how certain differences are erased while new ones appear. The second objective is to explore some tensions related to the production of markets and of representations of identities, especially relative to the construction of a transnational “Hispanic” identity. A significant outcome of the analysis of the case of the telenovela industry is that it makes particularly evident the tight interwoven of cultural and economic factors. 

The Transnationalization of the Telenovela Industry:

It is necessary to differentiate clearly between what could be characterized as the transnationalization of the telenovela industry, that means of the processes of production of “telenovelas,” from what could be denominated the globalization of the consumption of the telenovela as a genre.   I use the term transnationalization of the industry  to designate the display and development of the production relations and work processes among productive units located in different countries. In this industry’s case, this process involves activities in several capital cities of Latin America and in a few in the United States (basically Miami), and Europe.  I use the term globalization of the consumption of the telenovela to designate the marked tendency whereby the products of this industry are consumed in an increasingly planetary level.

The first problem confronted in attempting to study this industry and its products is the “common sense” belief that the transnationalization of the industry would foster homogenization and deterritorialization of its products, the telenovelas.

In a former publication I discussed the results of a research project based on the review of printed and digital sources of information as well as of interviews conducted with numerous authors, producers and other executives of the industry  (Mato 1999).  It is useful to begin this article by outlining some of those results. Briefly said, in that research I have found the following:

1)  Increasing transnationalization of the telenovela industry:  Since the end of the 1980s the telenovela industry in several countries of Latin America has experienced an important transnationalization, especially so in Mexico, Brazil, Venezuela, Colombia, Peru and Argentina.  This has taken place in certain basic modalities: a) The export of products not only to other Latin American countries, but also to the United States and a number of countries in both Western and eastern Europe, Asia and the Middle East;  b) The majority of leading businesses in this industry have opened offices abroad to facilitate both sales operations and traffic, that is to say the consecutive movement of a limited number of copies of each chapter of each soap opera among a greater number of countries (Miami has been the main location of those offices abroad, followed by Madrid); c) Contracting multinational casts; d) Joint productions with the participation of at least two Latin American countries; e) Joint productions undertaken in Miami and Madrid by Latin American producers, as well as in Argentina with the participation of Italian enterprises.

2)  The telenovelas produced within the framework of the process of transnationalization of the industry manifest important territorial marks specific to the countries in which they are produced and, to a lesser extent, register an erasure of certain specific marks. Examples of tendencies toward the erasure of specificities are: a) The elimination of the pronominal “vos” form and the marked “accent” in numerous Argentine soap operas; b) A smoother “accent” in numerous Colombian soap operas, c) Casts which include actors and actresses renown in other Latin American countries, different from the ones where the soap opera is produced.

Among the explanatory arguments that manifest the importance of the tendencies to maintain or eventually accentuate local references and/or the staging of the local, it is possible to mention the following:

a) The success of  telenovelas, to a great extent, depends upon the possibilities of audience identification with the characters, stories, actors and actresses.  This is a point that authors, producers and distributors have reiterated repeatedly  in the interviews I have conducted (among other authors: Delia Fiallo, Leonardo Padrón and Alberto Barrera Tyszka; in terms of the executives, those from Coral Pictures, RCTV, Venevisión and Tepuy International, among others, agree on the same point).  It is a point that appears also in press statements by many others, such as the Colombian Fernando Gaitán, author of two of the most successfully exported Colombian telenovelas, Café con Aroma de Mujer (exported to 77 countries) and Betty, la Fea (exported to 35 countries), who recently declared that : “Betty confirms that one has to make soap operas of one’s own country, with its own particular humor” and later added “One has to be clear in that the success of the soap opera depends on the degree of  the collective’s identification with the characters” (interviewed by Hilda Lugo Conde, “El Nacional”, 23/05/01, p. B-7).  Producers point out that due to this, it is highly risky to homogenize products when thinking of potential export markets.

b) The documentation and statistics that have been examined, as well as the interviews conducted, lead to the conclusion that “telenovelas” are produced, in the first place, for the particular national markets.  They are exported only after demonstrating audience success (through ratings). Hence, since the local rating is the best argument to sell a soap opera abroad, homogenizing such a product would not be profitable. Let us consider this in further detail:

While telenovelas are often the main export item for the big Latin American television networks (approximately between 70% and 80% of each enterprise’s exports), exports in general do not represent a high percentage of these companies’ annual sales.  It is, in fact, the sales from on-screen advertising in the local market that constitutes the main line item of income for these companies.  For example, during the 1995-1998 period soap opera exports represented only 8% of the total of local sales for on-screen advertising done by RCTV and Venevisión of Venezuela, 5% of the local sales for advertising of Televisa, and 2.5% of the local sales for advertising of TV Globo of Brazil.  This is easily explained in a close examination of the differences between the production costs and the export prices of the telenovelas in different markets.  Televised products constitute a very particular type of good.  The price at which they trade in the world market does not bear direct relation to the product’s cost of production, since once the original cost of production is amortized, production costs for copies is basically insignificant.  Therefore, after the production costs of the originals are covered in the national market, copies may be sold at a very low price.  This is not exclusive to telenovelas since it happens with numerous televised products, including the series produced by the big Hollywood producers.

Export prices usually depend on factors such as: a) the telenovela´s success in the internal market, b) the extension of the population of the countries to which it is exported weighed by its buying power, c) total spending on television advertising of the country in question (the “advertising pie”), d) coverage of the importing television network relative to the total population. The comparison between the export prices and the costs of production, presented respectively in Table 1 and Table 2, allows for a full appreciation of the magnitude of the differences.

Table 1 – Purchase prices for imported telenovelas in different countries around the world during the first semester of 1998

Country or subregion
Prices in dollars for 1 hour chapters

                 Argentina



1.200 – 2000


Germany

2.000 –5.000


Bolivia

200 – 400


Brazil

2.000 – 3.000


Chile

1.000 – 2.000


Cyprus

200 – 400


Colombia

1.500 – 3.000


Central América

100 – 200


Ecuador

800 – 1.200


Spain

7.000 – 9.000


United States (“Hispanic” channels)

2.500 – 5.000


Philippines

1.000 – 1.200


Greece

500 – 700


Hong Kong

1.200 – 1.500


Eastern European Countries 

300 – 800


Indonesia (up to the point of the recent political crisis)

800 – 1.500


Israel

600 – 800


Malasia

600 – 800


Mexico

2.000 – 3.000


Arab Countries

1.000 – 1.500


Paraguay

200 – 300


Peru

600 – 1.000


Puerto Rico

1.500 – 2.500


Dominican Republic

100 – 200


Uruguay

200 – 400


Venezuela

1.500 – 3.500


Sources: Personal estimates based on information sourced from interviews conducted with television company executives, as well as executives from international production and marketing companies.  Given that for each estimate I confronted and combined data offered by more than two sources (and in some cases up to three to five), these numbers do not constitute official statements from any of the interviewees.

Table 2 – Production costs for 1 hour chapters in different countries

Country
Production costs of 1 hour chapters

Brazil
$100.000 - $120.000

México
$60.000 - $80.000

Colombia
$40.000 - $50.000

Argentina
$25.000 - $30.000

Venezuela
$15.000 - $30.000

Peru   
$12.000 - $18.000

Sources: Personal estimates based on information sourced from interviews conducted with television company executives, as well as executives from international production and marketing companies.  Given that for each estimate I confronted and combined data offered by more than two sources (and in some cases up to three to five), these numbers do not constitute official statements from any of the interviewees.

Summarizing, all of the above points to the conclusion that for as important as telenovela export may be, the main concern of the big production networks and their distributors is their respective internal markets.  From an economic standpoint it is inconvenient, if not highly risky, to produce soap operas putting the exportation business before the respective internal markets.  This is the main economic reason that, up to the present, has prevented a greater homogenization of the products.  However, as we will now see, it is also a significant reason for Miami’s growing importance as a location of soap opera production.  Among other factors, this is due to the importance of the “Hispanic” market in the United States, which points to its strength as a “local” market.  Let us consider this in further detail and delve into all of its complexity.

Miami in the Transnationalization of the Telenovela Industry

In the last few years, Miami has become the preferred city for distributors of telenovelas and other televised products produced in Latin America as well as for enterprises producing soap operas and other televised products both for the  “Hispanic"”market in the United States and for Latin American markets.  Miami has also become the place of residence of authors, actors, actresses, directors, producers and technicians related to this industry.  It is, as well, either the place of development of the stories narrated in the soap operas, and as such it marks the lives of some of the main characters, or the stage for some scenes of soap operas whose main plot develops in Latin American countries, where, moreover, they are produced.  All this has lead to the consolidation of Miami as a “territorial” reference in the transnationalization of the soap opera industry.  Interviews conducted with different people related to the soap opera industry in Miami offer insight into the characteristics of this process and foretell the increasing importance of Miami in the development of the telenovela industry  (1)

The main conclusions of interviews conducted with close to a dozen executives from telenovela production and distribution companies on the topic of the role of the city of Miami relative to the industry, may be synthesized as follows:

1) Advantages of Miami for the Telenovela Industry in Terms of Production and Distribution:  a) Geographic location advantages, natural or acquired;  b) Technical facility and service related advantages;  c) Advantages derived from the high concentration of “Hispanics” in Miami and the diversity of their origins: significant presence of a bicultural and bilingual population in all contracted services;  d) Advantages derived from the value local authorities place on the economic impact of the industry; e) Advantages as a Point of Sales. 

2) Advantages of Miami as stage and territorial reference of the products of the telenovela industry: a) Multinational composition of the population of Latin American origin, which is reflected in the variety of  physical types as well as of manners of speech, that allows for identification with a diversity of Latin American countries;  b) Miami is thematically a city of immigrants, the “Promissed Land” for many Latin Americans;  c) It offers attractive settings that often reflect for the audiences aspirations as well as fashion and entertainment tendencies;  d) It allows to offer products that are not identified with a specific culture or country, which is related to the importance of these industries in the production and circulation of a transnational “Hispanic” or “Latin” identity;  e) It facilitates the identification of viewers from Latin America and Hispanics in the United States, as well as a sense of  “double belonging” of the immigrants;   f) Importance of the outdoors, not just for the stage value but because of the identification of some population groups of Latin America with certain locations and their relation with desired places.

All of the above allows to explain why Miami has been gaining importance as a place of production and as a territorial reference of soap operas.  Briefly and emphatically put, Miami has been gaining importance for the telenovela industry neither as a non-place, nor as a non-“Latin American” place, nor as a  not-“ours” place, and even less so as a “deterritorialized” space. To the contrary: it constitutes a clear territorial reference, a place, a part simultaneously of two spaces, both Latin America, and the United States .  Miami is one of the cities with the greatest number of Spanish speakers, constituting an icon of “Hispanic” culture in the United States, and, as such, an important symbolic reference for a market of 33 million consumers (even although not all of them speak Spanish as their first language).
Nevertheless, it must be noted that despite the marked importance the interviewees gave to the role of Miami within the telenovela industry, the number of productions undertaken up until the time of the interviews cited in this study (first trimester of 2000) included those in process of production at that moment barely added 12 since 1989. 

Due to the light development of this genre in Miami and to the aforementioned points, as well as to the observations that follow, it is likely to expect that the importance of Miami as a place of soap opera production will grow in the near future.

Producction of Markets and of Representations of Transnational Identities:

The material presented thus far illustrates about some of the tendencies and tensions that underlie the practices of productions of markets and of representations of transnational identities in the soap opera industry.  What is currently happening in the telenovela industry, as well as what can be forecasted for the next few years, is closely related to what is happening in a more general sense with the television industry. Recent studies conducted by several colleagues clearly demonstrate how the two big Spanish language television channels in the United States are working actively on the construction of transnational audiences for their products.  The Show de Cristina is a clear example of this type of construction:  produced by Univisión in Miami and transmitted by cable and open signal channels in practically all of Latin America, this program is permanently constructing a “we” that includes both the “Hispanics” of the United States and all of Latin America, and, not coincidentally this rests upon Miami as a clear territorial reference (see Mazziotti and Borda 1999).  Something analogous occurs with the Show de Don Francisco, as well as with the Noticiero Univisión and the news program Ocurrió Así of Telemundo.  These last two programs not only construct such an encompassing “we”, but are continuously exposing the United States television audiences to news about Latin America and to interviews with personalities from the region; concurrently, these programs do the same with the television audiences throughout Latin America, familiarizing them with the news and circumstances of other countries in the region and of the “Hispanics” in the United States.

It is worth pointing out two interesting aspects of this “we”: on the one hand, it leaves out Brazil, and on the other, it incorporates Spain, albeit to a lesser extent.  The linguistic factor here becomes particularly important in the construction of markets and in the construction of these transnational representations of identities.  Hence the increasing relevance of the idea of “Hispanic” over that of “Latin”.  Nevertheless, this needs to be analyzed in the context of other important contemporary and historic factors.  A particularly notable factor is the Spanish economic and cultural offensive on Latin America displayed during this last decade, especially in relationship to the celebration of the 500th anniversary of Columbus’ arrival to the lands later called America.  Another important factor is Spain’s entry in the European Economic Community and the role it has assumed as an articulator of economic, political and cultural relations between the European block and Latin America, which has led to the revaluation of Latin America as a “Hispanic” space (see Mato 1998).  This, as is known, has been accompanied by the increasing importance of investments of Spanish origin in Latin America.  Furthermore, within all these dynamics the active construction that we all posses a common language and a common culture has also played a very important role. 

The practices developed in these and other television programs do not constitute isolated cases; they are only some of the most salient examples.  Be it as it may, it is important to understand that the advertising companies and the marketing departments of big corporations also play an important role here. The construction of audiences and its marketing includes not only content producing businesses, but also publicity, marketing and market research companies and involves important alliances and confrontations among businesses of those areas, of television, of Internet services, etc. (Castañeda Paredes 2001).

All of this takes place in a context where, after years of preaching from the Spanish language television channels in the United States --Telemundo and Univisión -- as well as from other Spanish language media in that country, businesses in general, and the advertising industry in particu lar, have become aware, especially after the last census, of the importance of the Hispanic market in the U.S..  This market entails a population of 34 million people  (12% of the total national population), which grows more rapidly than other groups, and has a greater propensity to consume; in terms of market importance these factors compensate its relatively minor level of income. Presently, this population’s buying power is estimated between 7 and 8% of the national total, and it is estimated that in 2010 it may represent 10%.  Notably, a relatively small advertising expenditure has been directed specifically to this sector of the population, only 2% of the national total (Young 2001).  Businesses have also become aware of the importance and potentials of a market that extends beyond the United States into Latin America and Spain.  These factors have aided in directing attention to repeated complaints made by US Hispanic organizations, such as La Raza, about the sparse Hispanic presence in the media and about the negative stereotyping of Hispanics when they do appear.  Interestingly, such claims converge, though also compete, with claims made by Afro-American organizations. As a consequence of one and the other, and of the desirability of ethnically segmented markets, more than a few corporations have created high level offices specifically focused on these matters and many advertising agencies have specialized in such issues. 

The value placed on Spanish speaking consumers and the growing development of market strategies that aim at consumers both in the United States and in Latin America includes other convergent movements in similar advertising campaigns by an increasing number of corporations (see Castañeda Paredes 2001).

In such a scenario, it is not surprising that Telemundo and Univisión, the two Spanish language television networks that have been building and valuing the “Hispanic” market for years, have increased the breadth and depth of their practices, or that Latin American  television companies and production businesses demonstrate an increasing interest in participating in this market, as has recently happened with Televisa of Mexico and Venevisión of Venezuela, both co-owners of the Univisión network.  As a result of all this, recently there has been an interesting process of alliances and confrontations that involves this and other businesses.  Significantly, in such a process telenovelas have constituted an important part of the booty for they the most powerful weapon for these channels.

Let us consider:

On the one hand, ever since last year the Televisa group –the most powerful complex of Spanish language media, owner not only of this television business in Mexico but also of the Fonovisa record label, of 6% of Univision stock, of many magazines which are, moreover, the ones with the widest circulation in the Spanish speaking world, of a live entertainment production company and of other related investments—has been confronting a slow down in the Mexican advertising market, as a result of which its stock in the New York Stock Exchange up until May/2001 had lost 6% of its value.  On the other hand, Univisión announced the launch of a new television channel for January 2002, for which it obviously needs more programming for advertising sales.  Furthermore, a contract signed in 1992 and expiring in 2017 establishes that Televisa will supply Univisión with approximately 40% of its programming.  Venevisión of Venezuela provides another 11% of the programming, Producciones Iguana of Perú provides a smaller percentage and the rest of the production is Univisión’s own.  Through that contract of 1992 Televisa received 9% of Univisión’s sales and at that time also kept  20% of the network’s ownership interest.  It sold a substantial portion of this equity, keeping only the 6% it currently holds, the minimum necessary in order to keep a spot in Univisión’s board of directors.  In this context, Televisa began negotiations aimed at obtaining 15% of sales and to increase its stock participation to 14%. Televisa counted, as one of its strengths at the bargaining table, on Univisión’s need for new programming.  Univisión, however, sought alternative sources and here is where soap operas played a stellar role.  In fact, in the midst of the boom that Betty, la Fea meant, broadcast at the time by Telemundo, Univisión managed to sign a contract with RCN, the Colombian producer and proprietor of this soap opera and of the other great Colombian television international success Café con Aroma de Mujer , as well as another contract with Radio Caracas Televisión, which is the big competitor of Venevisión of Venezuela (El Nacional 21/02/01: F-4; 23/02/01: E-4; 07/06/01: E-11).  Additionally, Univisión bought two television stations in Puerto Rico, where it formerly had none, while its rival Telemundo already operated one which, by the way, receives programming from Televisa since the aforementioned Televisa-Univisión contract did not include Puerto Rico.

At this point it is worthwhile noting that on one hand Univisión sought to establish an agreement with RCN, which at that time was considered the most successful soap opera producer.  This circumstance was one of the aspects of the agreement that Univisión highlighted the most through all advertising media, as well as the fact that it thereby obtained the re-run rights to that soap opera and to its announced second part, Ecomoda, in addition to rights to practically all soap operas produced to date by RCN.  The fact that the agreement also included the prestigious news divisions of both companies was mentioned only as a secondary matter (www.univision.com: several notes available in June 2001).  On the other hand, it is notable that the other agreement Univisión established was with RCTV, whose international distributor, Coral Pictures, calls itself “the soap opera people”.  Indeed, RCTV is a great soap opera producer and is also responsible for initiating the export of Venezuelan soap operas to the rest of the world, an area where it had initial advantage over Venevisión.  Significantly, the soap operas of writer Delia Fiallo, born in Cuba and residing in Miami, are the greatest export successes for RCTV-Coral.  It is also meaningful to underscore that the rights to some of Fiallo’s soap operas are currently in the hands of América TV of Perú, whose owner, Mr. Crousillot, has joint produced with Univisión Delia Fiallo soap operas in Miami (see previous section in this paper).  The rights to other soap operas written by this prestigious author are in the hands of Televisa (interview conducted with Delia Fiallo, 18/03/00).  Nevertheless, perhaps the most interesting aspect of all this is that market analysts of the main stock brokerage firms, such as Merrill Lynch, among others, have found themselves in the situation of following the happenings of Betty and other soap operas in order to be able to render an accurate analysis of the behavior of Univisión’s stock, as well as that of other media businesses (Barney 2001).

While Telemundo missed out on the opportunity to strike an agreement with RCN, it did sign one with Caracol TV, another big Colombian producer whose soap opera Pedro, el escamoso has become the newest big success of Colombian television though export numbers are as of yet unavailable.  The Telemundo-Caracol TV comtract is unprecedented in the history of the genre and can produce significant consequences in terms of this analysis of the soap opera industry and of the production of representations of transnational identities.  The contract that was signed involves the production of 10 soap operas in the space of 5 years, it includes the participation of RTI, another important producer in Colombia, and “allows Telemundo to have an influence in the subject matter of the soap operas” (El Nacional 23/03/01: F-7).  Thus, it is probable that the Colombian audience may watch 10 soap operas that deal with issues and perspectives related to the expectations and interests of the “Hispanics” in the United States.  As it is well known, audience expectations are key in the development of soap operas, therefore production companies conduct detailed studies of viewers’ opinions, depending on the case, through specialized internal departments or by contracting out such research.

On that subject, through from a different vantage point, viewers’ opinions on the Univisión web page have been one of the factors taken into account by the company as it looks for Hispanic programming beyond Mexican programming because, as the directors of the company have remarked, while most of the Hispanic population is of Mexican origin, there still remains a 35% of the population that is not and it, too, is important to the business.  Mario C. Rodríguez, president of entertainment at Univisión, has stated that “Today we show everyone our commitment to build a television that represents all Hispanics. …  In the United States we have people of  22 different nationalities whom we want to feel reflected in their television and that is what we are achieving through these alliances (López 2001). The winds of diversity seem to be blowing in this sense and it appears that it has been because of the attention paid to the domestic market.  Similarly, when Univisión acquired the two television channels in Puerto Rico, the company made it clear that it would keep the channels’ local programming including sports and news. (Barrera Díaz 2001).

Thus, the tensions related to the process of combining the specifically local with the global appear to mark decisions in this business.  How to combine specificity and diversity, how to get “local” audiences interested in material from other localities, how to build markets that are ever broader without losing the local underpinnings that insure an effective audience, these are a few of the problems that decision makers in these businesses must manage.  

__________________________________________________
Notes: 

*  This article reports from ongoing research that could not have been possible without the collaboration of several people in the telenovela industry, as well as other related industries. Since 1997, these people have been contributing to my research with their willingness to be interviewed, by making information available to me , by facilitating contacts with other people and by offering constructive criticism about my ideas. These people are (job titles, companies and cities parenthetically indicated correspond to the moment of the interview):  Alberto Barrera Tyszka (author, México), Ignacio Barrera Tyszka (executive, Tepuy International, Miami), Héctor Beltrán (executive, Venevisión International, Miami), Eduardo Caballero Ardila (Vicepresident of  Finance, Televen, Caracas),  Carlos Cisneros (president, Cisneros Television Group, Miami), Alfredo D'Ambrosio (executive, Tepuy International, Caracas), José Antonio Espinal (executive, Venevisión International, Miami), Fernando Ferreira (producer,  Radio Caracas Televisión, Caracas), Delia Fiallo (author, Caracas) Alberto Giarrocco (producer, Laura Visconti Producciones, Caracas), Armando Enrique Guía (member of the board of directors of  Radio Caracas Televisión, Caracas), Ginny Gutierrez (Greater Miami Convention & Visitors Bureau), Solveig Hojenstein (film producer and executive of Fundavisual Latina, Caracas), Rolando Lowenstein (Manager of Dramáticos,  Radio Caracas Televisión, Caracas), José Antonio Méndez (producer, Laura Visconti Producciones, Caracas) , Vanessa Montenegro (executive,  Televen, Caracas), Leonardo Padrón (author, Caracas), Antonio Páez (Director, Coral Pictures International, Miami), Annie Pérez (Director of Marketing Miami‑Dade Mayor's Office of Film & Entertainment), Hernán Pérez Belisario (President, Marte TV, Caracas), Germán Pérez-Nahim (President, SkyquestTV International, Miami), William R. Phelan  (executive, Venevisión International, Miami), Cristobal Ponte (executive, Venevisión International, Caracas), Gladys Prince (actress), Adolfo Pucheu (President, AGB Panamericana de Venezuela Medición, Caracas), Henry Ramos (producer, Venevisión, Caracas), Arquímedes Rivero (Director of  Dramáticos de Venevisión, Caracas), Verónica Rodríguez (journalist, Caracas), Mariela Romero (author, Miami),  César Miguel Rondón (author, Caracas), Alberto Rowinski (actor, Caracas), Marcos Santana (General Director, Tepuy International, Miami),  Alfredo Schwarz (President, Fonovideo, Miami), Luis Villanueva (Director, Venevisión International, Miami), y Carla Zapata (secretary to the presidency, América TV, Lima). I would also like to thank my research assistant, Gloria Monasterios, for her valuable and responsible support throughout a variety of tasks.

______
** Daniel Mato is Full  Professor of Social Sciences, and the Chair of the Program on Culture and Social Transformations in the Age of Globalization at Universidad Central de Venezuela. He is the Coordinator of the Working Group “Culture and Power” of the Consejo Latinoamericano de Ciencias Sociales (CLACSO). He has been a Visiting Professor in several universities of Latin America, Europe, Japan, and the United States.<dmato@reacciun.ve>; Internet: www.geocities.com/global_cult_polit and www.globalcult.org.ve
(1) For a more detailed account of the significance of Miami in this process see Mato 2002.
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