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Summary

The impetus for this project was to consider how the digitalisation
of television stood as an important moment to re-evaluate key concepts
and debates within television studies. To this end, my focus is on public
service broadcasting and television studies’ textual tradition. I examine how
linear models of the television text are challenged, usurped and at times
reinforced by interactive television’s emergent non-linear, personalisable
forms. In so doing, I am concerned to analyse interactive television's
textual structures in relation to the BBC’s position as a public service
broadcaster in the digital television age. Across these two concerns I aim to
historicise the moment of digitalisation, drawing on longer positionings of
television’s technological and cultural form as a “window-on-the-world”.

An introduction is followed by section 1 of the thesis that includes a
review of key literature in the field, focusing particularly on work on the
‘text’ of television studies. The chapters in section 1 mix this review with an
historical argument that understand the current digital television era as one
of “excess”, placing television at the boundaries of new and old media
concerns that can be usefully understood through the presence of a
dialectic between television’s position as window-on-the-world and its
emergent position as “portal”. Section 1 demonstrates how this dialectic is
called up by the prominence of discourses of “choice” in new media
practices and textualities and, more importantly, the debates about public
service broadcasting’s role in the digital age. As I go on to show in section
2, this dialectic evidences a tension between the ‘imaginative journeys’
television’s window offers and the way in which these are then
‘rationalised’.

The second half of the thesis maps out emergent textual forms of
interactive television by analysing the way choice and mobility are
structured, providing a series of case studies in non-fiction television
genres. Chapter 4 demonstrates the persistence of key discourses subsumed
within the window-on-the-world metaphor in the formation and “everyday-
ing” of interactive television, elucidating key institutional and gendered
tensions in the way these discourses are mobilised in the digital age. In
turn, Chapter 5 connects the kinds of mobility promised by interactive
television’s window to longer historical practices of public institutions
regulating spectator movement. Chapter 6 examines how television’s
window has been explicitly remediated by interactive television, placing it
within the “database™ ontologies of computing. Finally Chapter 7
demonstrates the way in which television’s window increasingly comes to
function as a portal through which to access digital media spaces, such as
the Internet.

Across the chapters I am concerned to connect the textual and
discursive form of each case study to the academic debates and public
service concerns of the various applications’ generic identity. Although I
am interested in the challenges television’s digitalisation poses to both
public service broadcasting and traditional television studies approaches to
the text, a more important motivation has been to re-affirm the role of both
in the digital television landscape. Thus through close textual analysis that
connects aesthetics with production and regulation, the thesis aims to
demonstrate the relevance of television studies and the BBC, as a public
service broadcaster, as an “old media” becomes a “new” one.
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Introduction

This thesis examines the development of interactive television in the
UK, focusing on its use in non-fiction programming to examine a number
of interrelated key concerns in television studies . First, the thesis is
concerned to interrogate the place of the BBC as a public service
broadcaster in the digital age, using interactive television as a locus to
discuss its changing industrial strategies, policy remits and purpose. In turn,
my second interest is to “pin down” the interactive television text for the
purpose of such an analysis. Thus I am interested in the challenges and
opportunities interactive television’s malleable, personalisable forms pose
to both traditional television studies’ approaches to the text and the BBC as
a public service broadcaster. These concerns are therefore intimately
related to the thesis’ methodology, which combines textual analysis with an
examination of regulatory discourses and a limited study of the production
context within which these interactive television forms have emerged.
Finally, I aim to historicise the development of interactive television. That
is, whilst its advent may indeed pose challenges to notions of the television
text and public service broadcasting, interactive TV’s cultural form is not
simply technologically determined by the moment of digitalisation. Rather
we are best to understand it as part of longer formations of television itself.
Thus, across the course of the thesis I trace the development of interactive
television against longer histories of television as a “window-on-the-world”.
As I go on to show across the course of the thesis, this oft-cited metaphor

subsumes within it competing discourses about television: from live

' It is beyond the scope of this thesis to engage with the use of interactive television in narrative
fiction. which has its own concerns in terms of genre, public service debates and histories. A
growing body of work takes narrative fictions as its central concern, which this thesis will
intersect with at various moments (c.t. Creeber, et al 2007; Evans, 2007; Gray, 2006; Strange,

2007).



immediacy to hybridity, from discourses of the national and public to
associations with the private and intimate. Most importantly this metaphor
and its association with the television screen confers, as diverse histories
such as Freidberg (20006), Spigel (1992, 2001a) and Jacobs (2001) have
shown, an imaginative mobility on the audience. How interactive television
marshals this mobility and the associated window-on-the-world discourses
remains a central concern of the thesis throughout the ditferent case
studies.

The inter-connection of these concerns is best related through a brief
detailing of the project’s genesis. This came from watching the BBC’s first
interactive “application”” Walking with Beasts (BBC/Discovery, 2001).
Walking with Beasts promised to ‘deliver some of the benefits [interactive
television’s] evangelists have long been promising’ (BBC News, 15/11/01).
Rhetoric such as this positioned the application as part of a wider discursive
movement to announce digital television, specifically through interactive
TV, as part of a spectacular renewal of television’s technological and
cultural form. However the application’s structure, which provided multiple
streams of audio-visual content to select from, navigate and explore, posed
a number of challenges to both the BBC’s status as a public service
broadcaster and the notion of the text as an analytical category.

Walking with Beasts application allowed for the creation of a
personalised experience of the text, created by choosing when to switch
between streams of content labelled ‘mainstream’, ‘facts’, ‘evidence’ and
‘making of’, as well as an additional audio-commentary. Yet this experience
was still one of, ostensibly, watching ‘Walking with Beasts’. The interactive

application therefore offered manifold experiences, differing not only from

* Throughout the thesis | use the term application to denote the interactive text and ‘programme’
to refer to the linear form of broadcast television.
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the broadcast programme (and, as such, raising concerns of a “digital
divide”), but also according to the individual’s personal choices. This
suggested that as digital, interactive television developed it would no longer
be possible to talk of the programme as the unit constituting the ‘common
sense view’ of the television text (Brunsdon, 1998: 105). In turn, Walking
with Beasts was suggestive of the way television’s digitalisation was acting
as a double-edged sword for pre-existing regulatory, business, production
and public service practices in television. On the one hand, this dispersed
text was indicative of the increasing fragmentation of the audience itself
across the proliferation of channels and viewing options in the digital
environment. Digitalisation’s increase in bandwidth had not only diced the
audience into a multichannel landscape to the chagrin of advertiser- and
licence-fee-funded broadcasters alike, but also fundamentally undermined
the “scarcity” rationale for public service broadcasting. On the other,
Walking with Beasts was symptomatic of the possibilities digitalisation
offered broadcasters for engaging the audience in new and distinctive ways
(making them ‘viewsers’ as I will come to below), including delivering
content in ever-more personalised ways. Finally, for all the discursive
positioning of Walking with Beasts as a spectacle of new technology, the
application’s opening voiceover addressed the viewser in the familiar terms
of television’s window-on-the-world, inviting them “to explore” a
“fascinating world” via an imaginative journey into the spaces television’s
window offers (Walking with Beasts, 2001).

That interactive television provides a useful locus for examining the
problematics for both television studies and the BBC’s public service role in
the digital age is borne out by two important points. Firstly, the UK’s
interactive television market is consistently positioned as a world-leader (c.f.
DCMIS, 2006; BBC, 2004), and it is arguably through the peculiar

11




relationship of commercial and public service rivals that interactive
television has become one of the defining features of the digital landscape.
As the take-up of digital television continues to grow (currently over 70% of
UK households own at least one digital television set) and the analogue
signal is set to be switched off in 2012 (Ofcom, 2006a), these new
properties of television as a digital media become increasingly urgent areas
of investigation. Importantly, the growth of the UK’s interactive television
market has been intimately related to the BBC. Whilst interactive television
commenced with Sky’s’ coverage of a Premier League football game in
1999, Walking with Beasts was the first programme to offer its interactive
application across all three platforms on which digital television is carried in
the UK: satellite (BSkyB), cable (predominantly Virgin/NTL) and digital
terrestrial (Freeview). At the time of commencing research on the thesis,
this was the only application that was widely available. However as Mark
Thompson (BBC Director General) noted in 2004, over the intervening
three years interactive television has developed to the point where it has
become de rigeuer in UK television programming (quoted in Brown, 2004).
This is particularly true of the BBC where, as Jana Bennett (BBC Director of
Television) explained, ‘interactivity is now fully embedded into our
approach to making and commissioning television’ (Speech given to MIPTV
and Milia conference: 30/03/04). This has led the BBC to invest heavily in
the emergent interactive television industry, spending £17.1million on
interactive services in launching over 150 applications in 2004-05 and
£18million in 2006 (BBC, 2006a).

This has not been the case with all of the UK’s major television

broadcasters: Channel 4 pulled the plug on its red-button interactive

* 1 use the term “SKy™ to denote my reference to the Corporation’s position as a broadcaster and
the term “BSkyB™ to reference its status as a Corporation and platform operator.
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services in 2006°, whilst ITV have exhibited an extremely cautious approach
to the platform, using it only where direct revenue can be generated
through voting applications. In contrast, BSkyB have continued to invest in
their interactive offerings. Although their corporate data doesn'’t list the
investment in interactive television separately (because of its association
with costs in production and content acquisition), BSkyB claim to have
generated £91million in revenue from its SkyActive portal in 2000, excluding
a further £37million from its SkyBet service (BSkyB, 20006). Across the
industry the use of interactive television services has increased year-on-year
since 2001, with Sky claiming that over one million people visit their
“interactive entertainment portals” (SkyActive, SkyGamestar and SkyVegas)
each week (New Media Age, 31/08/06: 1), and the BBC reporting an
increase from 9.6million ‘hits’ in 2005 to 13.9million in 20006 for all its
interactive applications (BBC 2005a, 2006a). This is suggestive of not only
the increasingly commonplace status of interactive television, but also the
importance of the relationship between the BBC and BSkyB in shaping this
landscape. As Greg Dyke (former Director General of the BBC) famously
described it, the two ‘800pound gorillas’ of BSkyB and the BBC increasingly
dominate and define the UK’s digital television landscape. In turn this
dominance, particularly in the field of interactive television (where
interviews with practitioners revealed a heavy culture of ‘borrow’, ‘steal’ and
‘compete’ between the two corporations), explains the thesis’ focus on
applications from Sky and the BBC’.

My second interest in analysing the BBC through a study of
interactive television lies in the way this proliferation of “red button”

applications, a term that relates to the way in which they are accessed via

* This despite pledging a commitment to greater integration of interactive production practices in
its 2001 programming policy statement.

> Interviews conducted with Patrick Dalzell, BBC Senior Executive Producer of Interactive Sport,
(22/03/04) and Tom Wilhiams. BBC Creative Director of Interactive Television (1/09/04).
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pressing the red button on the television remote control, places television at
the intersection of old and new media forms. Whilst the ‘interactivity’ on
offer is extremely limited, red button applications do allow for the
navigation and personalisation of content to different degrees. As the BBC’s
explanatory literature suggests, iTV applications allow ‘you [sic] to do other
things with your television — join in with programmes, see extra news
stories and sports coverage ... even play games, go shopping, place bets
and use email’ (www.bbc.co.uk/digital/tv/tv_interactive.shtml, site visited
2/08/06). The (inter)activity on offer here requires us to re-conceptualise
not only what the television text is, but also its audience. That is, in
discussing interactive television there is a need to distinguish between the
position of the traditional television audience and those who use interactive
applications. The choice between the term user and viewer here is
problematic: the former for its connotations of activity and engagement and
the latter for the passivity it connotes. By “pressing the red button” the
television audience does not automatically become removed from their
traditional “viewer” position, which is at different times already both active
and passive. Yet interactive television does suggest a ditferent, and possibly
new, subject position. To this end, I prefer Dan Harries’ solution to this in-
between-ness in coining the term “viewser”:

the experience of media in a manner that etfectively

integrates the activities of both viewing and using ...

entertainment value is not only measured by what they

see and hear, but also by what they do and the ways
in which their activities have a direct impact ...

(Harries, 2002: 172).

As a result, I use the term viewser to refer to the audience where it is
“using” an interactive television application and the term “audience” to

denote viewers of the traditional, linear television text.
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The distinction between the terms user, viewer, audience and
viewser is in turn related to digital television’s technological and cultural
torm. As Charlie Gere’s study of digital culture suggests, to speak of a
technology as digital is ‘to call up, metonymically, [a] whole panoply’ of
connotations. Chief amongst these is the idea of interactivity and its
association with computing (2002: 11). How we understand interactive
television therefore, is intimately bound up with the ontological distinction
between liveness and “real-time” engendered in the two technologies of
television and the computer, between broadcasting and algorithm. As
Philip Auslander has argued, television has become the dominant referent
of liveness, replacing even live performance itself (1999: 23). Thus, whilst
television may no longer be live in an ontological sense, ideologically it
functions as the live medium par excellance’. This liveness contrasts with
the real-time ontology of digital technology’s data structures and
algorithmic processes, which allow for the ‘calling up’ of information ‘on-
demand’ (Manovich, 2001: 223).

In turn real-time data structures of computing have been pivotal in
the emergence of the “portal” as a programming strategy for aggregating
content and users in new media forms. As David Marshall and Rob Burnett
explain, portals ‘customize [sic|] the user’s relationship to information with
an organized homepage structure ... [they] are organized access points that
allow the user to move outward’ through a selection of choices on offer
through hyperlinks or hypermedia (2003: 91). Portals, as Karen Buzzard
details, have become the dominant business model of the Internet acting as
‘a one-stop gateway to the web’, which attempt to keep the user on the site

as long as possible (2003: 198). However, as theorists such as Buzzard,

¢ As Stanley Cavell reminds us. on television there is ‘no sensuous distinction between the
live and the repeat or replay’ (1982: 86).
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Boddy (2002) and Caldwell (2002, 2003) have noted, these strategies are
simply the remediation of old media, television practice onto the web. My
use of the term portal therefore draws on this new media terminology, but
as with such work, does not draw a fundamental dichotomy between new
and old media. Nevertheless the notion of portal remains important for the
way in which it contrasts to the broad vistas associated with television’s
window-on-the-world, swapping the freedom of exploration and
journeying for a rationalised mobility and set of choices that contain the
viewser within the individual text’s confines. It is my contention then that
interactive television does not simply remediate these web and new media
portal practices, but does so in a way that is entwined with its position as a
window-on-the-world. Of course, the association of the window with
television’s liveness and the portal with digital technology’s real-time
remains an important distinction: by calling up the portal and window in
different ways, the interactive applications under discussion in the thesis
put television’s liveness, its ontological and ideological baggage constantly
into play. How, as Caldwell puts it, each of the applications masters the
metric of time that is the fundamental concern of television programming is
of crucial importance to how we understand both the text and public
service implications of interactive television (2003).

As a result, across the thesis I argue that a tension, or dialectic,
emerges between the positions of television as a window-on-the-world and
television as a portal. This distinction is particularly helpful insofar as it
returns me to my initial concern in analysing the public service value of
interactive television. In its position as portal, “choice” becomes a key
criterion for consumer and public service value, operating at both the level
of regulation and the individual text. As Bob Franklin’s (2001) overview of

British television policy demonstrates, from Thatcherism's de-regulation of
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the industry in the early 1980s to the current moment, television policy has
generally focused on the market as a fundamental organisational principal.
In so doing, policy has tended to re-cast television’s audience as consumers
rather than citizens, placing a primacy on choice in the process — both that
supplied by the market and that which the BBC should, and should not,
provide. This vision of the digital landscape has been strongly promoted by
not only the BBC’s commercial rivals, but also by Barry Cox the Chairman
of the Digital Television Stakeholders Group and government-appointed
“digital tsar” of the UK’s switchover programme. Cox proposes that the
moment of digitalisation is a chance to recast the television landscape in
the image of a high street retail store:

our homes [would] become an electronic retail outlet,

the equivalent of a video version of WH Smith. ... we

would have the ability to choose — and pay for — what

we wanted from that wide range (2004: 28).

This discourse of choice has then been intimately related to the
possibilities of interactive TV: to choose from different commentary tracks
and extra material, as in Walking with Beasts, through to the selection of
camera angles in SkySportsActive’s (BSkyB, 1999 - ) football coverage
through to choosing who to vote for in Big Brother (Endemol/C4, 2000 - )
and what products to buy on Sky’s interactive entertainment portals.
Fundamentally, red button interactive applications have simply offered
choice rather than “interaction” with the broadcaster or content-provider.
As such, the difference between window and portal indicates the shift in
concern from the programmed flow of broadcasting, to the “viewser-flows”
of interactive TV. This is not a fundamental dichotomy between old and
new, good and bad, choice and determinism, consumerism and public

service. Rather, as Friedberg’s exhaustive history of the virtual window in

Western culture has demonstrated, the window is both ‘an opening, an
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aperture for light and ventilation’ as well as frame, ‘its edges hold a view in
place’ (2006: 1). Thus the views from television’s window, and the journeys
on offer through it, have always been framed and rationalised in important
ways. Furthermore, the metaphor of the window is constantly recalled and

re-circulated by interactive television’s discourses and aesthetics, even as it

remediates the portals of new media.

This dialectic between window and portal, between television’s
position as old and new media, is one I argue can be best understood by
paying close attention to the texts of interactive television themselves.
Whilst there has been a burgeoning of scholarship on the area in the
United States (c.f. essays in Spigel and Olsson 2004; Caldwell, 2003; Boddy,
2004b, 2004c; Dawson, 2007), in the UK interactive television has been
relatively under-theorised. Studies have been limited to Lury’s introductory
overview (2004), Harrison and Wessels’ study of localised forms of
interactive television (2004)’, Hanley and Viney’s call for regulation of EPGs
(2003) and Holmes’ excellent, but incidental, study of interactivity in 7he
Salon (E4, 2003-2004) and voting in reality TV music programmes (2004a,
2004b). In contrast to the lack of interest in the new forms of programming
emergent in the digital age, the BBC itself has been the subject of intense
academic and political scrutiny. The most important and comprehensive of
these is Georgina Born’s anthropological study of the BBC and its
relationship with regulation and the government, Uncertain Visions: Birt,
Dyke and the Reinvention of the BBC. Whilst her insights are illuminating,
her close scrutiny of the organisational structure of the BBC has a widely
divergent interest from my own and interactive television is, at the most, a

peripheral concern.

7 Harrison and Wessels™ work usetfully picks up on the BBC’s local interactive services and their
use in delivering high levels of community interaction. I return to their work in my review of

literature and Chapter 7, for now I merely wish to note my divergent interest in applications that
have a national. rather than local, availability.
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Born’s work, like other discussions of the BBC during this and
subsequent periods (c.f. Collins, 2002, 20006, Iosifidis, 2005; Steemers, 1998,
2004), has little interest in the texts and aesthetics of digital television. Such
critical work certainly has its place within television studies and might
logically be applied to a discussion of the BBC’s interactive television
provision. However, such an approach might also risk failing to address the
texts with any degree of specificity or rigour. In such approaches the text
becomes denigrated as a site of meaning because it is either so
aesthetically uninteresting as to warrant close scrutiny, whereby television
becomes ‘an instance or site [rather] than a text’ (Brunsdon, 1998: 99). or so
amorphous and personalised that we should simply ‘throw up our hands
and say: “but it’s all so ephermeral/pastichey/without reference/intertextual
that there’s nothing to analyse™ (123). Undoubtedly these regulatory
debates and discourses are pertinent to understanding the role of the BBC,
but understanding and closely scrutinising the amorphous texts of
interactive television is a pivotal task of television studies if we are to
understand the place and purpose of public service broadcasting in the
digital age.

To this end, I prefer John Caldwell’s approach to understanding the
‘second shift aesthetics’ of digital media (2003). Caldwell’s approach
provides a framework for analysing not only the structures and boundaries
of the looser texts of interactive television but also thinking about how
these connect to industrial practices (c.f. Caldwell, 2002, 2006)°. Caldwell’s
work posits that new media forms, rather than obliterating the need for
programming strategies, have made ‘the need for content programming in

the digital era even more compelling’ (2003: 135):

8 As Caldwell’s wider work notes, ‘it 1s impossible to talk usefully about new media in terms that
are primarily or solely formal, artistic. phenomenological or psychological. There is a greater
degree of interdependence on much broader forms of industrial and institutional practice’ (2002:

56).
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Second shift practices attempt to bring new forms of
rationality to unstable media economies ... Instead of the
linear textual compositing model inherent in supertext/flow
theory, TV/dot-com synergies now must learn to master

textual dispersals and user navigations that can and will

inevitably migrate across brand boundaries ... program [sic]

flows to tactics of audience/user flows (136).
Caldwell goes on to demonstrate how an approach grounded in both
textual analysis and industrial background can address these issues, pinning
down a text for analysis and investigating how the text addresses and
attempts to order, or “herd”, the viewser’s navigation of the application,
programme or site. Whilst Caldwell’s work is interested in the commercial
structuring of user-flows, my work concerns the second shift aesthetic
practices of the BBC as a public service broadcaster.

I achieve this by taking an historical approach to television and its
study. As such, the chapters in Section 1 extend, revise and review the
history of television, its study, its aesthetics, regulation and place in
everyday life in light of the move to digitalisation. Section 1 engages in a
dual task of providing a review of literature and an historical argument that
traces a movement from television’s window-on-the-world position to the
development of interactive television’s remediation of the window as a
portal, offering personalised choice and rationalised mobility. These two
concerns are interwoven by an examination of the changing purpose,
rationale and remit of the BBC as a public service broadcaster. As such, my
interest in both reviewing literature and developing an historical argument
is to demonstrate that television increasingly comes to lie at the borders of
old and new media theory, history, production and technology. An

approach sensitive to the medium must theretore engage with work from

both television studies and its related disciplines, as well as from new

media studies.
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Chapter 1 maps its review of television studies’ approaches to the
text and understanding of television as a cultural form onto John Ellis’
periodisation of television’s history as a series of epochs, defined in terms
of scarcity, “availability” and “plenty”. In turn Chapter 2 looks to the new
period of television’s history, which I term “excess”, to examine digital
television as a new media, “post-broadcast”™ form. I go on to remediate key
theories from new media studies to develop and adopt an approach that is
sensitive to the continuities and ruptures that television’s digitalisation
creates. Finally, Chapter 3 investigates the immediate regulatory and
technological environment of the period of excess, detailing how the BBC's
public service broadcasting principles, aims and objectives have been
reformulated at the start of the digital age. The chapter concludes with a
discussion of Freeview’s pivotal role in the development of digital
television.

The concerns set out across section 1 are picked up by section 2,
where the thesis offers a series of case studies on interactive television that
analyse the textual form, public service value and re-circulation of historical
discourses. Whilst Chapter 4 demonstrates the persistence of the window-
on-the-world metaphor in the formation of interactive television, the
remaining chapters are concerned with how the experience of interactive
television is organised, rationalised and structured by second shift
programming strategies. These chapters explicate a dialectic between the
understanding of television as a window, opening on to broad vistas and
journeys (for those who cannot travel), and the remediation of this through
the more personalised journeys of the portal, which respond to viewser

choices within the boundaries of the individual text.

9 | discuss the use of this term further in Chapter 2.
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It is worth making a brief point about the use of the terms portal
and window-on-the-world here in relation to television’s digitalisation and
the use of metaphor in television studies. As theorists such as Jostein
Grisprud (1997), Matt Hills (2007), Sue Thornham and Tony Purvis (2005)
have noted, the use of metaphor in understanding and placing television as
an object of study is a widespread practice. However as they caution,
metaphors are rarely wholly accurate and need to be treated with a large
degree of suspicion, attesting as much to their aptness as to the fact that
television ‘has never quite been a stable object of study, and therefore
cannot undergo wholesale destabilisation’ by digitalisation (Hills, 2007: 43).
To this end, T have attempted to place my use of the metaphors of portal
and window-on-the-world in relation to industrial practices, aesthetic and
historical discourses of television. The portal of digital television’s
interactive screen does not simply replace the window, rather it
repurposes, remediates and constantly recalls and re-circulates television’s
window-on-the-world positioning.

Section 2 opens with Chapter 4’s analysis of archival research from
magazines, newspapers and promotional advertising, to argue that not only
has the formation of interactive television been discursively shaped,
validated and promoted within the window-on-the-world metaphor that
accompanied television’s initial inception into everyday life, but also that
the mobilisation of this metaphor has important implications for issues of
gender and public service broadcasting. Chapter 5 focuses on the BBC'’s
first ever interactive application to be available on all digital television
platforms, the CGI natural history documentary Walking with Beasts. This
chapter outlines a textuality of “organised viewsing”, positioning this new

form of television within a longer lineage of public institutions’ concern to
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organise the spectator’s mobility in relation to the didactic aims of natural
history display.

Chapter 6 examines the tension between the rhetoric of choice that
has accompanied the emergence of television’s window as a portal and the
public service remits of universalism, civic value and education. In so
doing, I propose that such interactive applications promote choice as a
public service value that is both problematic for how public service
obligations are fulfilled and how television studies conceives and
understands the television text. Thus, whilst Chapters 4 and 5 look to
longer histories in television’s form, Chapter 6 draws on new media
scholarship to understand the interactive, non-linear television text as
“fragmented”, linked to the webportal structures of Internet sites. Finally,
Chapter 7 looks at how interactive television has functioned as a portal to
drive older audiences, figured as “digital immigrants”, into the online world
whilst simultaneously retaining an interest in the traditional public service
remit of bringing the nation together. The applications for history
programmes under discussion here are demonstrative of the “everyday-ing”
of interactive television I set out in Chapter 4, evincing a close relationship
with the aesthetics and concerns of history programming. As such, they
seek to achieve the aims of ‘bringing the past alive’ (Wilson, 2003) in order
to use the past as a platform to stride into the digital future.

Across the case studies I am concerned to interrogate individual
applications in relation to the demands of their specific genre and the
institutional context of the BBC at the time of their production and airing.
Thus, the second shift aesthetic textualities I propose remain specific to
both the genre under discussion and the institutional context of the BBC'’s
public service broadcasting obligations. Ultimately, this is a study

concerned with the texts of digital television and what they can tell us
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about key concerns within television studies. It seeks to examine what the
‘texts’ of interactive television are, and in turn, how these fultil the BBC’s
public service broadcasting remits in the digital landscape. Finally, the
thesis asks how both of these concerns fit within longer histories of

television’s cultural form.
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Section 1: From window-on-the-world to

new media: The emergence of digital
television

Like the frame of the architectural window and the frame
of the painting, the frame of the moving-image screen
marks a separation — an ontological “cut” — between the
material surface of the wall and view contained within its
aperture ... Theorisations of televisual space and the
television “viewer” require many of the same distinctions
between the mobile/immobile, mediated/real ... The
frame becomes the threshold — the liminal site — of

tensions between the immobility of a

spectator/viewer/user and the mobility of images seen

through the mediated “windows” of film, television and

computer screens (Friedberg, 2006: 5-6).

Friedberg’s assertion that the window has been a key metaphor for
understanding the screens of moving image technologies aptly suggests
that the ‘frame becomes the threshold — the liminal site — of tensions ... .
How we understand the digitalisation of television’s window-on-the-world
in relation to interactive television is a site of such tensions, whereby the
broad vistas of television’s window increasingly becomes a portal of
rationalised and personalised mobility. The chapters here work with a dual
purpose to interweave a review of literature with a historiography of
television that traces this movement from window-on-the-world to the
development of interactive television’s portals. Thus, across Chapter 1 1
examine these window-on-the-world discourses in relation to television
studies’ understandings of the television text and traditional definitions of
public service broadcasting. Chapters 2 and 3 detail how new media
theories can help us understand the interactive television text and the new

public service broadcasting landscape where choice, which as we shall see

in section 2 of the thesis is supplied by interactive television’s portals, is a

primary concern.
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Chapter 1: From scarcity to plenty: Digital
television’s pre-history

Chapter 1 places the current digital switchover programme in the
UK within a longer history of television’s form. The chapter has two
concerns. Firstly, to act as a review of literature of the relevant television
studies’ scholarship that informs the thesis’ approach and understanding of
digital television. Secondly, the chapter sets out to historicise the
digitalisation of television against longer regulatory and discursive
developments. As such, I ‘map’ distinct concerns of television studies’
scholarship onto John Ellis’ periodisation of television history into epochs
of scarcity, availability and plenty.

The first section commences with an examination of television’s
early history, drawing out competing discourses inherent within the
prevalent positioning of television as a window-on-the-world. Starting with
this period of scarcity is pivotal to firstly the “social shaping” of digital
television as a new media technology I take across the thesis, whereby
window-on-the-world discourses are re-circulated at the moment of
digitalisation. However, it is also vital to an understanding of the
emergence of public service broadcasting as a regulatory response to the
need to ‘promote and protect’ the broadcasting airwaves as a scarce
resource. This is a rationale that has fundamentally been undermined by
the development of a vast, excessive multichannel environment through
the digitalisation of television. In turn, it is by paying attention to the
continuities of discourses and understandings of television across its history
that we can appreciate the importance of a continuing role for public

service broadcasting and the BBC in the digital landscape, countering any
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technologically determined approach that ties their worth to scarcity of

bandwidth.

The chapter’s remaining sections then continue this dialectic
between detailing the historical development of the television landscape
and paying close attention to the relevant television studies’ concerns that
have characterised the epochs of av<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>