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Abstract

The film industry in Europe is characterised by a fragmented supply chain. The film market
is historically dominated by films from the United States, leaving little room for other
national cinemas. In this context, film marketing suffers from the same illness as the rest of

the industry in that US companies enjoy dominance over the market.

This thesis provides an historical analysis of the film industry and inherent marketing
practices in order to explore the interplay between supply chain management and the film
marketing mix. In particular, the thesis draws upon relational concepts of trust and exchange
relationships, bringing marketing approaches in the field from macro and micro levels to a

multi level analysis involving micro, macro and meso level considerations.

Drawing on an empirical case study, documentary analysis, policy analysis and participant
observation, the thesis reveals that supply chain management is necessary in order to create an
environment conducive to the formulation of an appropriate film marketing mix. It shows
that there is interdependency between the market structure and the individual choices which
marketers can make in formulating the mix. In response to the constraints of the current
market structure, supply chain management offers independent film marketers a method of
improving the chances of success for their films in the market. Integrated supply chains can
facilitate a development of relationships leading to enhanced trust. The existence of such
trust has been shown to increase understanding and the flow of information between the

members of the supply chain which in turn ensures consistency in the marketing offering.

This thesis contributes to the current film marketing literature by bridging the gap between
the overtly contextual explanations of the domination of the film industry by Hollywood with
individualistic explanations of marketing strategies which fail to recognise contextual
elements. This research has policy implications at regional, national and supra national
levels. Namely, it would seem beneficial for policy makers to concentrate on building
relationships between film industry professionals in order to develop levels of trust and
mutual understanding. In this way, virtual rather than vertical supply chains can be created

within the film industry.
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PROLOGUE

The purpose of this thesis is to investigate the impact of supply chain structure upon
the marketing process in the film industry and evaluate the role which can be playea
by policy makers in improving the film making and marketing environment for film
makers in Europe. This research was initially inspired by my work at the European
Commission’s MEDIA Programme which is responsible for supporting and
developing European Audiovisual Industries. This prologue consists of an account of
my first day at the MEDIA Programme as events during this day, combined with the
early literature review incorporated into chapters two and three, later influenced my

research design and choice of methodology.

It was the first day of my stage (placement) at the European Commission’s MEDIA
Programme in Brussels. Iwas familiar with the MEDIA Programme as I had written
my Masters dissertation on audiovisual policy in the European Union, but did not
know what would be expected of me in my role at the MEDIA Programme. After
meeting my colleagues, I was shown my office by the then Head of Developmentf at
MEDIA, Gisela Gauggel-Robinso, handed a lengthy report from a British consultancy
firm and told to read it and prepare notes for a meeting later in the day with the
principal consultant and Gisela. Not quite the gentle induction I had expected. The
report had been commissioned in order to gain an understanding about expenditure
on feature film development in all of the member states so that this information could
influence the development of European level policy in the area. Development had
long been neglected by European filmmakers and was gaining increasing interest

~from policy makers.



As I started reading I was torn - here I was in my first day as a “trainee”, feeling very
much the new girl with little real knowledge of the film industry - but yet I felt there
were real problems with the results of this research. The development figures that
were quoted were not credible for various reasons. Some were very obviously untrue,
the expenditure on development exceeded the total expenditure for the project when it
had not proceeded out of development. For others, the development costs were far
foo high a percentage of the final budget and the third group cited almost no
development expenditure despite long development periods.. The further I read, the
more incredulous I became that these results were being presented as fact. While I
had little doubt that the questionnaires used had yielded such information,
understanding the secretive nature of film production finance, I was surprised at the
research method chosen. In an industry built on precarious piecemeal finance deals,
exploitation of taxation loopholes and complex profit sharing, sending out intrusive
questionnaires on behalf of the European Commission to the film production
companies of Europe was bound to fail. In order to solicit this type of information,
there must be assurances that the research is entirely confidential; that the
information will be used in order to improve support for development of feature films

in Europe and that the research was being undertaken by trustworthy individuals.

I saw the impending meeting as both terrifying and a chance to prove myself,
although not knowing what my new boss thought of the report caused me anxiety
about how honest I could be in my evaluation. She called me to her office shortly
before the meeting and we had a few minutes to discuss the report. I cautiously

shared my reservations but decided to play them down until I gauged her reaction.

Luckily she had similar views to my own and I was more confident going into the

11



meeting. When the consultant arrived, Gisela introduced us and said “Finola has
some comments to make on the report”. I had no option but to express my concerns
as to the validity of the findings and to question their triangulation of the results
presented. The consultant admitted that his colleague who had originally been
employed to carry out this research (and had, apparently, extensive film industry
knowledge) had been taken ill and had to be replaced. It was agreed that the
consultancy should try to salvage the study and collectively we decided that they
should utilise the network of MEDIA Desks and Antennae, located in each member
state, which were the communication point between the MEDIA Programme and film
makers in each of the member states. As a relationship already existed between the
personnel employed in the Desks and Antennae and the film making communities in
their respective member states, a certain degree of trust could be relied upon. The
MEDIA Desks and Antennae represented the interests of their member states, and due

to this, could be trusted by the film making community.

The consultancy would contact a substantial proportion of the original respondents
through the Desks and Antennae and they would be asked to provide the again. This
procedure would ensure confidentiality for the respondents and it was hoped that this
more personal approach would improve the validity and reliability of the findings.
Once each local representation explained the purpose of the research, it was felt that
there would be more understanding of the purpose and a greater willingness to
communicate the actual nature of development expenditure both in terms of time and

money. The consultant left and we informed the MEDIA Desks and Antennae of what

would happen.
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The activities of my first day, and my subsequent involvement with salvaging that
research at the MEDIA Programme provided me with a lot of industry knowledge. I
gained greater understanding of the secrecy and reluctance of people in the film
industry to impart financial information to “outsiders”. I also began to understand
more fully the slipshod enterprise of the development of feature films in Europe. Due
to the independent nature of the companies involved, “development” meant
scrabbling around trying to get finance from somewhere to produce the film so that
the producers could start getting paid for their work. Many legitimate development
expenses were absorbed by those working in small production companies or
individuals subsidising this project development by working elsewhere. Profits from
previous films, if any remained after all intermediaries took their percentages, were
not sufficient to provide adequate development funding for new projects. After
months, or more commonly, years of slaving over a fresh idea for a feature film, to

have to walk away and sustain the development losses may mean that subsequent

films do not get made either.

Surely these issues were marketing concerns, no different from new product
development in other industries? The process of getting a film to the market began
right at the outset; from the formation of the idea for the film in the mind of the
creative personnel and permeated all of the latter stages in the creation of a feature
film. This was my starting poin‘t. Upon starting the PhD research process, 1t was
necessary to draw upon existing film marketing literature and the wider film industry
literature, as discussed in chapters two and three, in order to frame this research and to

then go beyond this with my own study, in order to answer the research questions

outlined in chapter one.
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CHAPTER ONE

INTRODUCTION




1.0 Introduction

The prologue offers an insight into part of the motivation behind my thesis topic.
This chapter synthesises the motivating factors, and sets out the context and
contribution that my research makes to the understanding of the film marketing
process. It also outlines the structure of the thesis, chapter by chapter. The thesis
should answer a number of questions. This chapter will pose some fundamental
questions, such as: Why this subject? Why is this important? How have I
contributed to the body of knowledge in this area? How did I set about tackling the
subject and what were my main findings? These issues will be elaborated upon
through the course of this thesis. In posing and addressing these questions, previous

research 1n the area will be acknowledged and my thesis set in context of this

research.

1.1 Why this Journey?

One of the questions often posed to PhD students throughout their PhD journey is,
"why are you doing a PhD?" I have provided various answers, depending on who
has asked to the question, "why a PhD on marketing films?" The reason for the
variation In answers is partly due to my mood at the time, partly due to the
appropriateness of the answer to the questioner, but largely due to the fact that the
reasons are many. In reality, my path to the door of the PhD has been long and may

have seemed directionless, but many events and experiences have driven me in this

direction.

The motivation towards pursuing my investigation of film marketing began to form

at an early age. The frustration that I felt on my regular visits to my local video




rental shop was probably one of the earliest factors leading to my decision to
undertake this research. Shelf after shelf was filled with films, each of which I had

either seen (in the cinema, on television or had previously rented) or had vowed
never to see for whatever reason. In addition to this, joining my University film
society introduced me to the world of non-mainstream film, which, growing up in a
small town in Ireland, had been denied to me. My local cinema fed me on a diet of

blockbusters, which eventually made their way from the west coast of the US to the
west coast of Ireland via almost everywhere else. Even in the pre-internet days,

word of these films would filter through and we would wait in anticipation for them
to make 1t to us. At this early stage, with a naive understanding of the process of

film distribution, I was aware that if they were not successful in other territories, they
might never make it to our screens. I often felt cheated by this distribution system as
the tastes of others determined whether or not I would have the opportunity to see a

particular {film or not.

During the final year of my undergraduate degree in humanities, I wrote about post-
modern film. Again I became fascinated with the number of high quality
independent films from both sides of the Atlantic that failed to get an audience. Was
this only due to audience resistance to subtitles, the emotional investment that many
of these films demanded in order to enjoy them or was it just a matter of bad
marketing and naive segmentation, targeting and positioning strategies‘? Or was 1t a
clash of the titans with the heavily financed Hollywood marketing machines wiping

out low budget competition?



The next stage in my life saw me as a constant consumer. Wherever [ travelled I
tried to see as many films as possible, trying to understand the subtleties of different
national styles. At this stage I was purely a consumer. When deciding on my
Masters dissertation topic, my fascination with film, both from a cultural and an
industrial perspective informed my decision. I began to look at European film policy
to try to understand why we in the West of Ireland did not get to see all those great
films that I knew existed but never travelled outside their national borders. This led
me to work 1n the European Commission's MEDIA programme, where I got to see
European audiovisual policy being created and debated. As I was working in the
development section, I saw how important and neglected this stage was in the whole
process. So many films are made with no audience in mind, rushed through
production without any thought to early publicity and abandoned without achieving

substantial, if any, distribution. It was here that I developed my early ideas relating

to "film marketing".

The prologue reported on my first day, and indeed my first task, at the MEDIA
Programme. It was this experience which helped me to clarify some of the problems
involved in investigating the European film industry. Firstly, how do you find those
involved in the process? As the majority of European films are produced under very
fragmented conditions, with small groups of individuals coming together on a project
by project basis to work on the various stages of the film and then moving on to the
next project, these individuals are hard to find. Who shapes the film? How do they
manage the various stages involved in the production process under such conditions?
Also, due to the nature of such fragmented filmmaking, where little profit is made,

(and this profit rarely finds its way back to those who developed the film) accounting



practices in the film industry are both complex and secretive. All of these conditions
make it very difficult for the film marketing researcher to gain access to this world
and, upon gaining access, to gather reliable data. My work at the MEDIA
Programme confirmed the importance of two of the elements of my theoretical
framework, supply chain management and trust. Over the course of my research I
concluded that these two constructs were in many ways interdependent. During my

field research, these two factors consistently arose and therefore played a central role

in my analysis of the film marketing terrain.

Up to this point, my personal interest had combined with academic enquiry in
leading me to undertake a PhD in the area of the marketing of feature films. This
thesis focuses upon feature films to the exclusion of other audiovisual products.

Feature films are defined as films of greater than forty minutes which are made for

initial theatrical distribution, 1.e. release In cinemas
(http://www.answers.com/feature%20film). My initial literature search revealed that
this was a largely neglected area. The main focus of the limited literature that did
exist, was concerned either with audience studies (eg. Austin, 1981a, 1981b, 1982;
De Silva, 1998) or predictive economic modelling of box office success (eg. De
Vany and Walls, 1996, 1997, 1999; Elberse, 1999; Eliashberg and Sawhney, 1994;
Eliashberg and Shugan, 1997), based on a number of variables such as the previous
box office performance of similar films, the performance of the main stars, the genre,
the time of release and so on. In addition to this were the inevitable and useful
“how-to” manuals (Durie 1993; Durie et al. 2000; Goldberg, 1991; Lukk, 1997) as
well as historical accounts of the formation of the early industry (eg. Barr, 1996;

Bowser, 1990; Chanan, 1980; Dyer McCann, 1987; Gomery, 1991; Jacobs, 1968).



All -of these sources were valuable starting points, but, if it were as simple as
identifying a number of variables which, when combined, would result in box office
success, how come there were still so many failures? My interest lay firmly in
looking at the process of bringing a film to market, which involves gaining an
understanding of the environment within which films are developed, produced and

“marketed” through the various stages of the film industry supply chain.

Having a background in political science and sociology and having worked at the
European Commission’s MEDIA programme, I could not overlook the role of policy
in shaping the business environment in which film companies exist. Although this is
seldom recognised, the audiovisual industries are subject to many policy
developments and the implications of policy changes are felt in the industry.
Hollywood’s integrated structure and the ability to cross-subsidise projects through
the integrated studio system is seen as one of the reasons for the success of the
studios. In saying this, the various industrial and creative waves, which took place in
the devélopment of the Hollywood industry, illustrate the negative impact such a
system may have on creativity (Blair and Kerrigan, 2002)'. At various stages since
the birth of the film industry, Hollywood has failed to keep cinema audiences and has

turned to more maverick independent filmmakers to rebuild their relationship with

cinemagoers (Biskind, 1998; Blair and Kerrigan, 2002; Scott, 2005).

Although no self-respecting “principles of marketing” textbook would exclude the
marketing environment, all too often marketing literature seems to propagate the

myth of vacuum within which marketing activities take place. The world is not a

' A copy of this book chapter can be found in Appendix H.



static place and one successful campaign repeated will not necessarily result in
success. How can this most usefully be explained? By examining the market for
film in relation to the consumer’s reaction to segmentation, targeting and positioning
strategies employed by film marketers; by examining the policy environment in
which filmmakers operate; in recognising that each film must i)e treated differently;
and that a bland formulaic approach to marketing in the film industry will not result

in long term sustainability.

My use of the term “journey” resonates with O’Malley and Patterson (1998) who
interrogate the mix management paradigm in an article which compares their journey
through marketing theory with a road movie, comparing the American origins of
marketing theory with the origins of the road movie. It seems that marketing
academics and the film industry in Europe are under the shadow of the United States
and the process of this doctoral research was indeed like a road movie. My
experience during this research closely mirrors that described by O’Malley and

Patterson (1998:41) when they say that during this journey they;

...began to challenge our own positions, thoughts, and perspectives and
this was, initially at least, difficult and uncomfortable. Indeed, rather than
‘getting somewhere’ we seemed to be fast losing our way. As the journey
continued, however, we began to find the terrain liberating: reaching the
end of the road became less of an issue and knowing exactly where we
were going became less important.

Throughout my research journey, there were periods of incomprehension, confusion
and a feeling of not knowing where I was going, but I was determined to continue

my journey.



1.2 The Research Problem

The research problem, which emerged from my early investigation into film
marketing, was why European films did not travel well outside their national borders
and what policy initiatives could be developed in order to improve this situation?
This 1s, 1n essence, a marketing problem. Existing film marketing literature has
1gnored the crucial role played by policy from the inception of the film industry and
this thesis aims at redressing this shortcoming and providing a more informed
analysis of film marketing in Europe. From this fundamental research problem the

aim of the thesis emerged along with the specific research questions which drove this

research.

1.3 The Aim of the Thesis

The aim of this research is

(1) to investigate the environment in which feature film marketing takes place in
Europe with specific reference to the UK;

(2) to examine the impact of supply chain structure on the marketing campaign
for feature films and

(3) to evaluate the impact which public policy has upon the film marketing

process.

In summary, this thesis investigates the impact of company structure upon the
process involved 1n marketing feature films and evaluates the role which can be
played by policy makers in addressing this. This approach is in line with Bourdieu’s
(1977, 1998) assertion of the need to examine “the field” in order to understand the

impact which this macro level has upon activities at the meso and micro levels. In

adopting this approach, this thesis goes beyond existing studies of film marketing



such as those discussed in Chapter Three. In order to fulfil these aims, a holistic
view of marketing is adopted as outlined below. However, it must be acknowledged
that this 1s an exploratory piece of research examining the relevance of marketing
and its application in a highly specific context of the film industry. Therefore, many
concepts emerged during the research process that merit more detailed analysis in

any future empirical work; these are specified in the concluding chapter of the thesis.

1.4  Setting the Scene

Marketing as an academic discipline, borrows from more established areas such as
economics (Heeler and Chung, 2000), sociology (Grenhaug, 2000), psychology
(Foxall, 2000) and cultural theory (Lee, 2000). This thesis reflects this parasitic
nature of marketing through the eclectic range of literature referred to in the
following chapters. In addition, the role of marketing in influencing and being
influenced by the other functional units in an organisation (film companies being no
exception) is portrayed. It is the combined failure to recognise both the intrinsic role
of the marketing function within an organisation, in addition to ignoring the role of
public policy in shaping the film making and marketing setting, which is problematic
in optimising the environment in which the marketing of films can take place. The

holistic approach to marketing adopted in this thesis fits with Baker’s (2002a: 146)
view of marketing which, in recognition of “the variety and complexity of possible
exchange relationships™ leads him to conclude that “no single solution exists and
multiple explanations are to be encouraged”. Indeed, this thesis seeks to set the
marketing mix approach, as applied to the film industry, within the context of a

relational approach to marketing, in order to advance film marketing scholarship.



1.5  Remit of Study

The international film industry is dominated by Hollywood, which, while producing
fewer films than European or Bollywood filmmakers, commands a greater proportion
of the world wide box office revenue earned. In order to understand the nature of the
European film industry, it is necessary to trace the historical development of the film
industry from an industrial context. Again, this approach is supported by Bourdieu’s

(1977) recognition of the need to understand the field within which film marketing

takes place. Swartz (1997:117) defines fields as;

denoting arenas of production, circulation and appropriation of goods,
services, knowledge or status, and the competitive positions held by actors
in their struggle to accumulate and monopolise these different kinds of
capital.

As this thesis aims at developing existing film marketing scholarship in order to
provide a fuller understanding of the context of film marketing, it is necessary to
explore the macro environment, or field. Chapter Two draws on historical and
economic literatures in order to outline the development of the film industry and to
identify the key reasons which account for the domination of the global film industry
by Hollywood. The film industry in Europe is reliant on both public and private
sources of finance in order to survive. For this reason, the film marketer has various
stakeholders to satisfy which means that films must be packaged in various ways in

order to appeal to these stakeholders.

The European film industry is fragmented and typically consists of very small
companies with few permanent employees working on a project by project basis
(Kerrigan, 2004). This is in contrast to the fully integrated structure of the

Hollywood studios where activities from the development process through to
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distribution are carried out by one company and quite often this company is not only
vertically integrated, but horizontally integrated as well as part of a media
conglomerate (Wayne, 2002). This thesis recognises that the continuity offered by
this integrated structure provides the main explanation for the domination of the
global box office by Hollywood films. The structural power of the Hollywood
majors has been discussed by Baillieu and Goodchild (2002); Huettig (1944); Scott
(2005); Thompson and Bordwell (2003); Ulff-Meoller (2001) and Wayne (2002),
among others. As this structural domination is well documented, this thesis will
build upon this accepted view in trying to establish how European filmmakers can
operate within this structure. In addition, building on the work of Heuttig (1944),
Ulft-Magller (2001) and others, and through extensive policy analysis, this thesis will
make a case for supporting the retention of public policy measures aimed at
developing the film industry, based upon analysis of the policy arena which provided
the backdrop of the Hollywood film industry.

Merely mimicking the Hollywood structure is not suggested as the solution for the
European film industry. The European film industry does not have the capital

necessary in order to compete at this level nor the strong history of diplomatic
lobbying which the majors have profited from (Ulff-Mgller, 2001). What 1s

suggested is an alternative, where long term relationships are encouraged to form and
public policy supports the formation of a positive filmmaking and marketing -

environment.

In order for the marketing process to be most effective, such continuity is necessary.
This thesis shows how the existence of trust, both internal, between members of the

filmmaking and distribution supply chain, and external, between the film company
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and the consumer, is necessary in order to foster the most suitable film marketing

environment.

1.6 Methodology

This thesis aims to further current film marketing scholarship. As existing film
marketing scholarship ignores the environ;nent within which the marketing of feature
films takes place, there was no existing theoretical framework which could be
adapted in order to shape the research. Industry documentation and existing studies
of the film industry-and film marketing provided the starting point and helped to
shape the theoretical framework used. This also helped the design of the primary
data collection and the primary data was collected in a number of forms. This thesis

uses an interpretive methodology in order to understand the process of feature film

marketing within its industrial and environmental context. In doing so, a reflexive
approach is incorporated into the research, where the researcher acknowledged her
role on the research process. An entirely reflexive method was not deemed
appropriate, as according to Ozbilgin and Tatl‘i (2005), and drawing on Bourdieu,
there 1s a need for two forms of epistemic break in social research. The first break is
with one’s own perceptions of reality and the second with the perceived reality of the
participants in the research. Reflexivity was used in order to first acknowledge one’s
own and others’ internally constructed version of events and interpretations before
stepping away from these interpretations and considering the wider research context
and other forms of evidence. For this reason, reflexivity gives way to more
‘traditional methods of qualitative enquiry as the research progresses. Participant

observation and qualitative interviews were undertaken during the Strategics Film
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Marketing Workshop®. Participant Observation was also undertaken during the
related Film Test Screening. My participation in these two events led to my gaining
the access needed in order to undertake a case study of one of the few vertically
integrated film companies in Europe. This case study comprised three embedded
case studies concerned with the making and marketing of three contrasting films.
This data was supplemented with attendance at a number of film industry talks and

panel events where additional insight into the film industry and the marketing

process was gained.

In addition, three interviews were conducted with film industry experts, one an
expert in audience research, one in film policy and film finance and the other in film
marketing. Further interviews were conducted with five European Commission civil
servants and consultants to the Commission; four from the MEDIA Programme and
one from International Audiovisual Policy. The final source of data were a number
of books, ranging from biographies of film industry professionals to accounts of the
rise and fall of various film making collectives, be they groups of individuals or
formally structured companies. These various sources, which are listed in appendix
A, allowed for multi-angulation to ensure that the research questions were
approached using different sources of evidence to increase the reliability of the
conclusions drawn. Figure 1.1 below, shows the nature of evidence which

collectively contributed to the findings of this thesis.

¢ Strategics is a European organisation which provides business training for film industry
professionals.

13



Documentary
evidence

Literature Findings Intell'viqw
' analysis
eview | > y

Policy Observation and
analysis Experience

Figure 1.1 Nature of evidence used

1.6.1 The Case Study Company -VertiCo

My experience in the MEDIA Programme combined with the industrial and
historical literature on the film industry, indicated that supply chain structure was
central to the success of the Hollywood film companies and could often explain the
failure of European film companies in sustaining a long term place in the film
market. In studying the nature of the European and Hollywood film industries as
outlined in Chapter Two, it seemed that merely attempting to mimic the vertically

integrated structure which exists in Hollywood would not necessarily be appropriate

14



for the European industry. The European industry is diverse in terms of geography
as well as linguistically, culturally and legally, which all impact on the film making
and marketing process. For this reason, I wanted to undertake a case study in an
integrated European company. As European film companies are generally
independent, the challenge of finding an integrated company with a European profile

was daunting. Through contacts made at the Strategics workshops, it was possible to
secure the co-operation of Working Title Films, the production entity of a formerly
European owned (by Philips) production and distribution company based in the UK.
One year before the commencement of the field research, this company was
purchased by Seagram, which also owned Universal, one of the major, integrated

American film companies.

Working Title 1s a well respected company both nationally and internationally and
has a good track record of success in both mainstream and non mainstream films.
Carrying out this case study has enabled me to unpack the theories of film marketing
that do exist, qualitatively analyse the underlying reasons behind the success of
Working Title as a company and many of the films that they produced; and finally to
make observations on the suitability of current policy in developing a sustainable and

globally competitive film industry in the UK.

This case study data combined with the data collected during my participant
observation at Strategics, documentary evidence, policy analysis and additional
qualitative interviews, provided me with a good understanding of the nature of
relationships within the film industry and how, if at all, public policy can engage

with the formation of these relationships.
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As the thesis is concerned with analysing the impact of supply chain structure on the
marketing activities, I researched both the production company -Working Title
Films- and the distribution company which financed their productions —-Universal

Pictures International. For the purpose of this thesis, these two companies will now

be known collectively as VertiCo.

1.7 Outline of the Thesis

This chapter has highlighted the research problem; introduced the research topic;
indicated the research objectives; and outlined the underlyiné motivation behind the
resecarch. In tackling an under-researched area such as film marketing, there are
challenges: finding an appropriate theoretical framework, locating the study in
appropriate literature and gaining access to the industry. In following Bourdieu
(1977) and approaching this research from a macro, meso and micro perspective, this
thesis makes a contribution to the development of film marketing scholarship by
situating the marketing process within the “field” of the film industry and in so
doing, ensuring a holistic examination of the film marketing process.

Chapter Two, The Development of the Industry, investigates the historical
development of the film industry in order to set the scene for the contemporary film
industry environment. In doing so, his;torical analysis of the development of the
Hollywood and European film industries and memoirs of film industry professionals
are combined with empirical data to provide a full picture of the formation and
development of the film industry. This is in keeping with the theoretical framework

which necessitates an examination of the historical formation of the field. This

chapter explores the notion of supply chain structure from an historical perspective,
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as well as examining some more recent histories of film making collectives and film
companies. As a result of this analysis, the chapter introduces and explores the
concept of trust as a key explanatory factor in the early film industry as well as the

stories of more recent successes and failures.

Chapter Three, Film Marketing Literature, introduces and discusses the existing
literature relating to the marketing of films and introduces the theoretical framework
which has emerged through the process of this research. Although such literature is
limited, Chapter Three frames the contribution of this thesis to the debate through
exploring the gaps in the current literature. The chapter also illustrates the range of
disciplines, from economics to sociology and cultural studies within which
academics have undertaken research into the film market. In doing so, this
strengthens the argument in favour of developing research which is grounded in the

marketing literature in order to understand and develop the area of film marketing.

Chapter Four, Methodology and Research Design, discusses the various approaches
to research which were considered before outlining the methods and mefhodology
used and the reasons why this methodology was chosen. The chapter details the
nature of the evidence used, the type of data collection employed and the analytical
process undertaken, and embeds this in the relevant literature. In conducting
rescarch of an entirely qualitative nature, the methods used are often uniquely
tailored to the piece of research being undertaken. For this reason it is necessary to
discuss the formation and development of the research methods in order to
understand how they contribute to the investigation of the problem at hand. This

chapter shows how the combination of empirical data, policy and documentary
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analysis as well as the use of life writings combined in providing insights into the

field of film marketing which aid in the progression of the film marketing literature.

Chapter Five, The Role of Polfcy in Supporting the Film Industry, traces the
development of public policy in the film industry and evaluates its impact upon the
nature of film making and the film industry in Europe. In doing so, the chapter looks
at the various types of policy which impact upon the film industry and, 'by
implication, on the marketing of films. This chapter illustrates the importance which
public policy has and still plays in relation to protecting the US film industry and in
doing so, undermines the US in its efforts to pressurise national governments, such as
South Korea and trading blocs, such as the European Union, into liberalising their
film industries. In exploring the policy environment, both in how it has developed
and in its current state, this thesis fills a large gap in film marketing scholarship in
recognising the impact which such policy has upon the field in which film marketing
practice takes place. Such analysis is essential in order to deepen the understanding

of the film marketing field in line with Bourdieu’s (1977) approach to social

research.

Chapter Six, The Film Industry Supply Chain, moves from the broad policy
environment to focus on one aspect of this environment in analysing how supply
chain structure impacts on the marketing process in the film industry. The policy
environment plays a large role in dictating the nature of the supply chain which
exists in various parts of the world and, in Europe has resulted in very fragmented
supply chains in terms of ownership, and weak supply chain management. Indeed,

an analysis of the supply chain for the majority of European films which are
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successful in being shown in cinemas, whether nationally, on a European level or
internationally, demonstrates that the US majors are generally present at some stage
in this supply chain. This chapter introduces the concept of the supply chain and
supply chain literature in order to develop these concepts in terms of the film
industry and the subsequent impact on the marketing process. In doing so, it draws
upon the primary data collected during the Strategics events, the VertiCo Case
Studies and film industry memoirs and biographies (life writings). This chapter is

both theoretical and empirical in nature.

Chapter Seven, The Role of Trust in the Film Industry, explores the concept of trust
in relation to the filmmaking and marketing processes. The importance of trust was
first introduced in Chapter Two in terms of explaining the development of the early
film companics and their activities, and trust arose repeatedly during both my
primary data collection and the various film industry biographies, autobiographies
and other memoirs and academic writings which informed me during the course of
this research. In order to explore the nature and impact of trust in the European film
industry, trust literature is presented and the empirical data from the primary research
1s analysed in relation to this literature. In this way, the importance of trust in
maintaining creative vision will be highlighted. This chapter will revisit some of the
points raised in Chapters Five and Six in terms of both analysing the role played by
trust currently and what sorts of policy initiatives could be implemented in order to
aid the development and maintenance of such trust in the UK and other such film

industries.
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Chapter Eight, The Film Marketing Mix, examines the various marketing tools used
by the film industry in relation to the case study films. This chapter draws upon the
film marketing elements identified in Chapter Three and uses the subsequent film
marketing mix in order to analyse the case study films. This analysis builds on the
previous three empirical chapters in testing the impact which the supply chain
structure and existence of trust has had upon the film marketing mix. Chapter Eight

identifies a framework which can be used in order to shape the marketing campaign

at various stages in the supply chain.

The final chapter, Chapter Nine, ties all of the previous chapters together in a
discussion around the suitability of current policy and future policy strategies that
should be employed. This chapter also highlights the contribution which this thesis
makes to the development of film marketing scholarship, generic marketing
scholarship and film industry policy analysis. In addition, this final chapter
summarises the main points made during the thesis, the limitations of the study and

suggests areas for future exploration which may be researched.

1.8 Summary

This chapter has introduced the thesis in terms of the purpose and aims, the
justification for the study and the motivation behind embarking on this course of
research. In addition, the original contribution of this thesis is indicated in that the
historical development of the film industry and an analysis of the policy environment
within which film marketing takes place are introduced into film marketing literature
for the first time. Such acknowledgement of the need to examine the field within

which marketing activities are conducted is in recognition of the holistic nature of the
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film marketing environment and the impact which external factors have on the ability
to market a film. In adopting this approach, the body of film marketing scholarship
has been strengthened and developed. Such a policy informed approach has allowed
an exploration of the role of supply chain structure on the marketing of film, and an
exploration of the important role played by trust in explaining the success or failure

of various film marketing endeavours.
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CHAPTER TWO

THE DEVELOPMENT OF THE

FILM INDUSTRY
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2.0 Introduction

The previous chapter laid out the parameters of this thesis; defining the notion of
marketing as applied to the film industry and introducing some key concepts to be
discussed in the thesis. In indicating the shortcomings of existing research into the
marketing of feature films, the introduction indicates the need for the development of |
a theoretical framework in order to analyse these issues. Existing frameworks do not
acknowledge the political and social environment within which the marketing of
films takes place. In order to redress this, it has been necessary to provide an
adequate theoretical framework, which takes the political and social environments
into account, within which to position this research. Such a need to situate social
research within its historical context was recognised by Bourdieu (1977, 1998) as
this allows for the explanation of the market dynamics which impact upon

organisations and individuals within the field.

This chapter examines a variety of literature which will serve as an introduction to
the film industry in general and the problems that face European filmmakers in their
quest for market share. The causes of some of those obstacles are explored in terms
of historical and structural reasons which underlie the domination of the worldwide
box office by the Hollywood film studios. As acknowledged by Kindem (2000:2)
“many countries’ domestic movie markets have been greatly impacted if not
dominated by Hollywood movies since at least 1917” which necessitates any
examination of the film industry to engage with an analysis of the role of the
Hollywood majors in that industry. In undertaking this analysis, existing literature
relating to the history and development of the film industry and marketing within the

film industry is discussed. In addition, a number of biographies and autobiographies
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of filmmakers, academic and other accounts of film collectives and formal film
companies have been used, in order to understand the structural issues which face
those involved as well as to provide insight to the social and political dimension of
film making and film marketing. The term collectives is introduced here to denote
the informal groups of filmmakers who decide to work together on a number of

projects without the formation of a formal company.

The chapter starts by outlining the nature of Hollywood’s domination of the
worldwide film markets and then investigates the reasons why. Early technical and
industrial developments are outlined and analysed, followed by an examination of
the early European film industry, the birth of today’s majors and finally an analysis
of the reasons underlying today’s domination of the worldwide film markets by

Hollywood. The chapter concludes by analysing the reasons for the success and/ or

failure of various non-Hollywood film companies or collectives of filmmakers.
Chapter Three goes on to examine literature which focuses specifically on marketing
issues 1n the film industry and concludes by summarising the theoretical framework
which emerged from the review of the relevant literatures in addition to emergent

themes from the research.

2.1 Hollywood’s Domination of the Global Box Office

The film industry is just over one hundred years old, and, for the majority of its
existence, has been dominated by the Hollywood majors. Despite sporadic success
for European films both within their home countries as well as overseas, the United
States still overshadows the European box office. According to the European

Audiovisual Observatory (EAQO), cinema attendance in Europe remained stagnant in
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2002 while in America it continued to grow, surpassing all attendance figures since

1957 (EAOQO, 2003: 5). In addition,

...a number of European markets clearly lacked successful local films. The
European market was, however, above all lacking in European films that
were successful continent-wide” (EAO, 2003:5).

Although the average number of films produced in Europe exceeds that produced
annually 1n the United States, Hollywood films continue to have substantially higher
average production budgets and also still dominate in terms of box office revenue

earned.

Figure 2.1 below illustrates the number of feature films produced by the US, the
European Union member states and Japan. Despite the fact that the population of the

EU i1s five times that of Japan, Japan produces less than half the number of films
produced in Europe annually, while the United States produces approximately one
third fewer feature ﬁlms than the EU member states. With the expansion of the
European Union from fifteen to twenty-five member states, the level of film making
in the European Union is set to rise, as is the diversity of European films in terms of
language. European filmmakers are still producing more films than their American

counterparts, with 625 films produced across the European Union in 2002 and 628 in

2001, while in the US, 449 films were produced in 2002 and 462 in 2001.
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confirmed by the PACT/MMC report (1994), that independent distribution
companies can recoup a greater profit for films than the marketing machine of the
majors. In recognition of the strength of independent distributors in maximising
return on investment for smaller European films, Stephen Woolley a successful

independent producer said;

...when you are making something as big as Interview (with a Vampire),
there is an appropriate marketing machine waiting for-it. The Warner
Brothers’ machine would have been useless for The Crying Game; it

wouldn’t have known what to do with such a specialised movie” (Woolley
quoted in Finney, 1998:292).

Apart from analysing the film market in terms of number of films produced and the
cost of such productions, it is important to look at the earning power of the various
industries in terms of box office. It is in scrutinizing these figures that one of the
difficulties of analysing the various film markets becomes more apparent. Due to the
nature of film making, it is very difficult to attribute nationality or even regtonality to
a film and various formulae are used in identifying what constitutes a film from a
particular country. Generally these classifications are drawn up nationally and may

differ from country to country. For an example of the criteria applied to evaluate the

British nationality of a film, see appendix B.

Figure 2.3 below shows the admissions to all films in the European Union 1n 2002.
The top twenty films in terms of box office revenue were all US productions or co-
productions between the US and one other country (New Zealand, Australia and the
UK). It is indicative of the poor performance of non-English language films that the
co productions which achieved top twenty status were all with English speaking

countries (EAO, 2003:9). In this respect, the UK and Ireland should have an

advantage over other European Union member states in terms of the ability of their
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films to travel. In fact, their performance outside their country of origin 1s not hugely
out of line with that of their non-English speaking counterparts. This indicates an
additional problem. It is not just language which seems to stop films from travelling;
films may also have appeal only in the country of origin due to their subject matter.
There may also be additional problems related to how these films are marketed or

structural problems within the market.
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Figure 2.3 Admission to films in the European Union (Source: OBS in European
Audiovisual Observatory, 2003:24)

Figure 2.4 below indicates market share in 2002. As can be seen from this figure, the
US, with 71% of the market, dominated the European box office while non US or
European film accounted for only 1% of the box office, despite the continued
popularity of Bollywood and other Asian films. Although European films accounted
for 28% of the cinema box office during 2002, 20% of this was for national films
while only 8% accounted for films which travelled outside their home markets.
Europe remains united in its appetite for US films while, in general, not accepting of

non-national European films. Reasons for this apparent rejection of European films
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and other world cinema in favour of Hollywood films will be discussed later in this

chapter.
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Figure 2.4 Market Share 2002 (Source: OBS in FEuropean Audiovisual
Observatory, 2003:20)

Despite the number of films produced annually in Europe and the popularity of going
to the cinema, European films are not gaining the same success as Hollywood films
outside their national borders. In addition, despite strong film industries in countries
such as China, South Korea and particularly India, films from these markets are
failing to achieve box office success in Europe. This thesis proposes that in order to
understand the current situation, it is necessary to look at the structure of the
Furopean film industry; examine the role which public policy has played historically

in forming and supporting this structure; and to examine the film industry supply

chain.

As stated in Chapter One, the European film industry has, until recently, been
characterised as fragmented, consisting of many independently operating companies

involved n production, distribution and exhibition of motion pictures (Blair and
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Kerrigan, 2002; Kerrigan, 2004). In 1998, the Labour Government’s Film Policy
Review Group (FPRG) contrasted this fragmented structure with the Hollywood
model, in which the functional areas are integrated with the emphasis on the
distribution function. Such fragmentation has been cited as one of the major reasons
for the domination of Hollywood films in Europe (Dale, 1997; Finney, 1996;
Kerrigan and Culkin, 1999; Puttnam, 1997). The FPRG called upon the British
government to put structural support measures in place in order to support the
integration of all activities in the film industry supply chain in order to “provide
audiences with a consistent supply of commercially successful British movies”
(FPRG, 1998:18). Since then, certain measures have been put in place‘hio tackle this

structural problem; these will be evaluated in Chapter Five.

Blair and Rainnie (2000) represented this pattern of instability in relation to the
British industry as a series of unsuccessful waves of company formation, and
alliances of small production companies with large ‘studios’. The most recent phase
of mergers and alliances (M&A) in the entertainment industries (Blair and Kerrigan,
2002; Minns, 2000; Waters, 2000) is but the latest in a series of waves of integration
and subsequent fragmentation, "make-ups" and "break-ups", that has occurred in the
British film industry since its inception. This phase comes in the aftermath of British
industrial policy during the 1980s, which sought to deregulate industry and remove
support mechanisms in order to enter into the “free market”. This general policy
impacted very negatively upon the film industry. It is within the context of this
policy environment that Goldcrest Films, the company that was seen as providing an
environment within which British films could compete with those from Hollywood,

went bankrupt (Eberts and Illott, 1990).
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In line with the view of marketing outlined in Chapter One and which informs the
theoretical basis of this thesis, it is only possible to engage with marketing issues by
understanding the wider environmental context in which marketing takes place.
Although the importance that marketing plays in ensuring a film’s box office success
1s often referred to, understanding of the process is not well understood and very
little academic attention has been given to studying the marketing of films from a
holistic perspective. Bourdieu (1977) emphasises the need to understand the
historical formation of the field in order to fully understand the current processes and
how they have been formed. It is in situating the current process of film marketing in
Europe within this historical and wider industrial context that this thesis pushes
forward current understanding of the nature and practice of film marketing. The
following sections begin to address the existing shortcomings by outlining the rise of
the film industry and developments which contributed to Hollywood’s dominance of
the industry. This is followed by an analysis of the development of research into
film marketing after which, a framework of analysis for the marketing of films will
be proposed. Examples will be drawn mainly from the US and European industries,

although other film industries are also drawn upon.

The usual starting point for academics discussing any area of the arts is the debate
regarding the commercial versus the artistic nature of the arts, in this case, film
(Kerrigan et al., 2004). Is the commercial only achievable by the sacrifice of the

artistic? One of the foremost debates that prevails in the study of the film industry is
concerned with whether it can, in fact, be viewed as an industry at all. Kerrigan and
Culkin (1999) separate the notions of industry and art form, differentiating between

“the film industry” and “cinema”. The former, by virtue of its phrasing, implies that
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the film industry can be seen in purely industrial terms, while the latter intimates that
film is, in essence, an art form and therefore the rules of industry cannot be strictly
applied to it. Common historical discourse on the matter divides filmmakers into
two camps. The US (i.e. Hollywood) is seen as approaching film making from an
industrial angle, while Europeans believe film to be the preserve of artists where
industrial models could not be applied without sacrificing the necessary artistic

values of true filmmaking. Puttnam (1997:114) sums up this difference using the

words of a 1926 cinema critic,

Film 1s not merchandise...Indeed, precisely because film 1s not
merchandise we can compete with America... In the cinema, Geist (spirit)
can balance the monetary supremacy of the competition.

Buscombe (1977) discredits those theories that suggest such a separation bereen art
and industry can exist in relation to film. Instead, he points out that both elements
are evident, to greater and lesser degrees, in each and every film that is produced. In
order for a film to be realised, it is necessary to secure a budget, irrespective of size.
This debases the proclamations of those who support the theory that filmmaking is
merely an art form, as commerce does enter the equation to some extent, despite the
regarci or lack of regard which the filmmaker attributes to it. The reverse is also true.
In following the procedures necessitated by film production (creation of a storyline
and script, shooting the scenes, the verbal and visual processes inherent in a ﬂim’s
genesis) there is an intrinsic artistic quality in all filmmaking. Various memoirs
(Eberts and Illott, 1990; Evans, 2003; Kuhn, 2003; Phillips, 1991) of feature
filmmakers document the artistic processes undertaken in making a variety of films

from those viewed as “artistic” to more commercial blockbusters like Jaws.
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The failure to recognise this duality has resulted, according to Buscombe (1977), 1n
the concentration of studies upon the artistic aspects of film, to the detriment of an
examination of the underlying industrial mechanisms which produce such art. While
this imbalance has been addressed by the rise in academic interest in the commercial
side of film making, and while such research (Elberese, 1999; Eliashberg and
Shugun, 1997; Litman, 1983, 1998), does pay lip service to the creative elements of
the film making process, it fails to examine the role of the personnel involved in
maintaining creative integrity throughout the process of a film’s genesis and eventual
launch into the market. In addition, this failure to attach equal importance to these
two elements which constitute the film industry, culture and economics, can be

viewed as partially responsible for the failure of Europe to sustain its film industry.

The fact that the European film industry is not as commercially successful as its US
counterpart 1S not surprising if one examines the structures which are in place in
America in terms of production and distribution and the historical context in which
this 1s founded. This is reinforced by an exaﬁination of the motivation behind film
making in the US as opposed to Europe. As discussed above, the former views the
film industry as just that, an industry, while the latter has traditionally placed cultural

consideration over commercial gain. This spirit of cultural protection is evidenced
by the words of Jean-Luc Goddard: “Films are made for one or maybe two people”
(Puttnam, 1997:291). By understanding the historical development of the film
industries in the US and Europe since their inception, it is possible to explain the

reasons for the domination of global box office revenue by Hollywood that exists.
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In the United States the ‘Movie Business’ was always viewed as a business that had
to make a profit in order to survive. After Thomas Edison’s development of the
Kinetoscope, those who took advantage of his advancements were able to conduct

3ss

thriving businesses, initially in the “nickelodeons™ and subsequently in movie

theatres (Balio, 1985; Gomery, 1991; Thompson and Bordwell, 2003). In fact,

Edison’s influence in creating the structured industry that exists today cannot be

underestimated.

2.2 Edison, Technical Developments and their Effect on the Infant

Industry

By August 1897 Edison had secured three motion picture patents. On achieving this
position, Edison’s organisation began to defend itself by issuing lawsuits against its
competitors and, in certain circumstances, against its own associates (Robinson,
1996:101). In 1889, Edison invented the motion picture camera (Huettig, 1944). He
did not recognise the potential of his invention and failed to take out patents on his
iInventions outside of the United States. While Edison dominated the market for
equipment and films in the United States, his lack of international foresight resulted

in his inventions being used in England and France free from the threat of litigation

(Huettig, 1944).

The exhibitors, being at the coalface of interaction with the consumers, were the first

to recognise the significant demand that the general public had for this new form of

entertainment. In so doing, they communicated the need for an increase in both

> The nickelodeons were entertainment halls where people could insert a nickel into a viewing
machine in order to view images.
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product and projection equipment. Edison’s policy was to rent or sell projection
equipment to the exhibitors and, in addition, to supply them with product, which was
sold by the foot, therefore diminishing any interest in the content of the film. In
order to safeguard their production position, they refused to rent or sell any cameras.
In retaliation, inventors patented their own cameras, which were all based to a greater
or lesser extent on Edison’s invention (Balio, 1985; Litman, 1998; Thompson and
Bordwell, 2003). In this way, the early industry progressed in line with technical
developments. The lucrative nature of the industry was recognised by early

entrepreneurs who were determined to take advantage of potential earnings through

this infant industry.

2.3 The Formation of the Trust

Edison’s main competitors; Lubin, Selig, Vitagraph and Essanay were finding it very
hard to compete by the turn of the century. This was due to the endless threat of
litigation posed by Edison’s control of the patents to the majority of equipment
which was used in the production and exhibition of motion pictures. The United Film
Services P}otection Association was formed in November 1907 in order to protect
collective patent rights but was replaced in February 1908 by the Film Service
Association. This organisation united Edison, Pathé, Vitagraph, Selig, Lubin,
Kalem, Essanay and Georges Méliés. The only major company that refused to join
the Film Services Association was the American Mutoscope and Biograph Company.
They objected to Edison’s elevated position within the organisation and so chose to
remain outside. Upon acquiring the patent for the “Latham Loop”, they re-entered

negotiations and agreed to join the Motion Picture Patents Company (MPPC), the
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name adopted by the Film Services Association from 1 January 1909 (Robinson,

1996).

“The Trust” was the common name given to The Motion Picture Patents Company
(MPPC), which began to operate on the first of January 1909. The formation of The
Trust arose as a result of the litigation frenzy which had become a central element of
the motion picture industry from the latter part of the 1890s until 1907. Its activity
was restricting the other participants in the Motion Picture Industry. They granted
licenses in return for royalty payments. In a further move to protect their domination
of the market, they gigned an agreement with Eastman prohibiting Eastman from
supplying other producers with its film. In this way, they sought to control all
aspects of the industry and to therefore prevent entry by non-members. However, the
mistake that the Trust members made was in excluding prospective new members
from joining, excepting Kinemacolor, which joined in 1913 (for a detailed discussion

of the Trust see Anderson, 1985; Bowser, 1990; Brownlow, 1979; Robinson, 1996).

2.4 Aims of the Trust and Economic Background

The formation of the Trust was in line with the economics of the time. Jefferson’s
model for an American future based on small, independent, mainly agricultural
enterprises was being usurped by the Hamiltonianism that was greatly in vogue by
the late 19" Century. Hamiltonianism embraced finance capitalism and industrialism

as opposed to the cottage industry approach taken by Jefferson (Dyer MacCann,

1987:4)
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One of the main aims of the Trust was to harmonise the activities within the film
industry. They wished to gain exclusive control over production and distribution
channels to the industry. They did so by renting prints to the exchanges for a fixed
fee each week and had taken control of the vast majority of exchanges (the agencies
who then rented the films to exhibitors) forbidding them from sourcing product from
the independents. The exchanges in turn rented these prints out to the nickelodeons.
Such levels of standardisation were not adopted by the last link in the distribution
chain; with the exchanges charging the nickelodeons varied fees in accordance with

the quality of, or demand for the prints being hired.

This grouping can be identified as the first monopoly to exist in the film industry and
1s characterised by Anderson (1985) as the definitive force in terms of safeguarding
the developing US film industry against European competition. Anderson (ibid)
characterises the developments made by The Trust as overwhelmingly positive for
the film industry. By this, Anderson means the US, or more specifically, the
Hollywood majors. During that period, such co-operation to protect patent rights
and, in effect, the creation of a monopoly, was commonplace in all of the main
utilities and in manufacturing. In parallel with many fledgling industries, there was a
developed spy system in place by this stage (Dyer McCann, 1987:3-5). Robinson
(1996:102) highlights the aggressive nature of the Trust members in enforcing its
provisos and the penalising measures of license cancellation as a response to non-

compliance with the dictates of the Trust.
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2.5 The Opposition and their Dependence on Europe

The prohibition on new members led to the opposition forming a coalition of its own
(Robinson, 1996:104). Dyer McCann (1987:40-3) credits John J. Murdock with the
creation and strengthening of the independent sector during the Trust. Murdock saw
the opportunity of sourcing films in Europe and exploited this. When it was obvious
that these European films were not enough to satisfy the US audiences he encouraged
Americans to commence the manufacture of films under his protection. Due to the

restrictions on accessing film because of Eastman’s allegiance to the Trust, the
Alliance (the name applied to the independents when they united to resist the
activities of the Trust) turned to France to source their film. Their successful import
of raw Lumiére film stock from France forced the Trust to seek further restrictive
measures. The tactic that the Trust employed was to introduce Eastman’s non-
flammable film into common usage and to endeavour to get the French nitrate-based

film banned for safely reasons.

2.6 The Growth of the Independents

As referred to earlier, the foundation of and evident determination of the Alliance
inspired the creation of many small independents. The independent sector soon
became organised and market leaders emerged. The most noteworthy of these
independents is Carl Laemmle who was instrumental in bringing down the Trust.
Laemmle, one of the original Trust licensees, abandoned it after a membership that
only lasted three months. His reason for withdrawing from the Trust agreement was

that the MPPC had not lived up to its promises to Trust licensees.

The Motion Picture Patents Company promised to elevate the business,
promising to give protection to the little fellow in the small town. They
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promised everything on earth to make things better, and what have they
done? Nothing (Laemmle, quoted in Robinson, 1996:104).

Not only did Laemmle end his association with the Trust but also his dissatisfaction

with their actions inspired his subsequent anti-Trust campaign. He enlisted the
assistance of an advertising agent, Robert Cochrane, and proceeded to launch a series

of cartoons in the trade press which were pointedly aimed at the Trust. One year

after the foundation of the MPPC, in retaliation to the establishment of the General

Film Company by Trust members, Laemmle launched a new cartoon character,

General Filmco.

The General Film Company was established in order to deal with all of the licensed
exchanges and was legally independent from the MPPC. This autonomy was
compromised by the fact that it was run entirely by members of the MPPC. The
General Film Company proceeded to take over all of the licensed film exchanges
with the exception of William Fox’s Greater New York Film Company. Fox had
refused to agree with the General Film Company over pricing details, so the GFC
retaliated by cancelling his license and refusing to deliver on contracted shipments.

Fox 1ssued a lawsuit against this action, which was instrumental in the demise of the

Trust.

In competition with this, the Independents established the Sales Company, which
centralised control over the independent film exchanges. When they were
investigated for violation of the Sherman Antitrust Act, this caused internal

difficulties, resulting in the division of the members into three distinct groups. These

groups released their films through Universal, Mutual and other disparate compantes.
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In recognising that the public wanted a more sophisticated product in advance of the

Trust members, the Independents endeavoured to create features of higher quality
than had previously been in existence (Balio, 1976:107). Adolph Zukor (1954:40-9)

was one of the first to believe in the American audiences’ capacity for longer

features. Zukor bought the distribution rights for the French production Les Amours
de la Reine Elisabeth, but felt that in order to achieve success with features, 1t was
necessary to produce them in the US. For this he needed the permission of the Trust.
He approached Jeremiah J. Kennedy, the head of the Trust, who dismissed his idea of

feature production saying; “The time is not ripe for feature pictures, if it ever will be”

(quoted 1n Zukor, 1954:49).

2.7 The Rising Importance of Market Awareness

In failing to recognise the public’s receptiveness to feature films at that time, the
Trust left the independents with no option but to vertically integrate in order to fulfil
this idlentiﬁed niche. As discussed in Chapters Six and Seven, modern supply chain
theory places great emphasis upon the role of trust in maximising the positive effect
of an integrated supply chain. Kerrigan (2001, 2002, 2004) and Kerrigan and
Ozbilgin (2004) have applied this to the film industry and shown how the existence
of trust can enable those involved in the various integrated operational processes to
share a common creative vision and produce a product (film) with a coherent identity
and message. This framework is useful in retrospect in order to illustrate how the
vertically integrated model ensured the independents’ success. McGuftog (1997),
Director of Planning and Logistics at Nestlé UK stated that; “the various chains

require voluntary integration, which is the aim of Supply Chain Management”. The
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Trust was not willing to enter into such voluntary integration and to engage in the

exchange of information that underpinned it.

Zukor (1954) recognised the importance of audience research in enabling the film
industry to provide the consumer with the films they wished to see. His audience
research took a very crude form, but it can be seen as beginning a trend (which
remains part of the majors’ ethos today) of applying market research to the film
industry. The Independents’ acknowledgement of the importance of data flows
between the various individuals involved in the supply chain has ensured their
market success and is reflected in the information exchange which exists in the case
study company VertiCo, and was supported by the interviews undertaken during

Strategics, as discussed in Chapters Six, Seven and Eight of the thesis.

In addition, the independents saw the attraction of introducing a star system while the
Trust members felt that such a move would merely cost them more in actors’ fees
without creating the revenue necessary to stabilise profits. As Litman (1998) points
out, Zukor understood that he could charge higher rental fees for films featuring stars
such as Mary Pickford, Douglas Fairbanks and Gloria Swanson. When the adoption
of stars of the stage by the film industry was proven to be profitable, even the Trust
members could not ignore it. As Balio (1976:106) said; “The star craze hit the

industry like a storm and forced even the conservative members of the Trust to

change with the times”. According to Scott (2005:24), it is this increased
concentration upon market awareness that contributed to the “Independents” in their
development of Hollywood as the centre of filmmaking. This will be discussed

further in section 2.11 below.
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2.8 The Trust and Antitrust

By 1912 the evidence of unfair practice was stacking up against the Trust. This
culminated in the government’s decision to bring antitrust proceedings against the
Motion Picture Patents Company under the Sherman Antitrust Act. They issued
proceedings on the 15" of August 1912 and due to the extensive evidence that had to
be presented, the decision was not arrived at until October 1915. The court ruled

that;

The agreements and acts of the defendants in the present case went far
beyond what was necessary to protect the use of the patents or the

monopoly which went with them, and that the end result...was the restraint
of trade condemned by the law (Robinson, 1996:106).

In January 1916, the Motion Picture Patents Company was prohibited from retaining
their present organisation by decree. Their subsequent appeal was dismisse;i in 1918
and this ended the matter. Nevertheless, as Robinson (1996) observes, this lawsuit
was not the single influencing factor in the fate of the Tmst. Robinson cites five
factors that contributed to the demise of the Trust - the strength of the Independents’
in their organised opposition: the financial drain ensued by constant litigation; the
failure of the Trust to look to Wall Street for finance; the inflexible nature of the

organisation and finally, the loss of the European markets which resulted from World

War One (WWI).

Despite the relatively short term impact of the Trust on the US industry, in the long

run it can be argued that it was instrumental in the creation of a cohesive, structured
and competitive international industry which remains today (Anderson, 1985). This

is in part due to the US success in implementing Hamiltonian strategies coupled with
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the creation of a united opposition who would go on to form the studio system,

which dominates the worldwide film industry today.

2.9 World War I

The United States’ limited involvement in World War I had a major impact on the
development of its film industry (Ellis, 1995; Trumpbour, 2002). The four main film
producing countries, namely; France, Germany, Italy and Great Britain were
disadvantaged by their involvement in the War from the outset. This had the

combined negative effect of restricting raw materials needed for film production and
curtailing film distribution for the European film companies, as photographic film
and high explosives require many of the same materials. Thompson and Bordwell
(2003: 56) support this by saying that “without the War, Hollywood might not have
gained a pre-eminent global position”. Due to the expansion in the market for US
films, budgets could also afford to rise as they were based, according to Thompson
and Bordwell, on potential earnings. This was an additional factor which ensured
continuing US domination of global and certainly European markets. In saying this,
Thompson and Bordwell (ibid) recognised the foothold which US films had in the

English speaking world and Germany prior to World War 1.

While the international markets for films were hugely disrupted as a result of World
War I, there was still a market demand for films during this period. This resulted in a
rise in domestic production of films in Sweden, Russia and Germany, which prior to
this period were relatively low producers of films. Conversely, the industries in
France, Italy and Denmark reduced in capacity during the War, due to their inability

to trade in the international market (Thompson and Bordwell, 2003).
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Puttnam (1997) also accords great significance to the impact that the War had upon
the simultaneous fortification of the American film industry and the decimation of
the European industry. According to Puttnam (1997), the initial aim of the American
Independents was to develop their domestic market share due to a reduction in
European competition. It was only after this that they looked to Europe for greater
development possibilities. The US was now in a position of natural advantage as
they had a large receptive audience for their films, combined with a stimulated

wartime economy, talented filmmakers and an acute business sense. Balio

(1976:388) describes the éffect of the war as such that;

American distributors were able to gain control of the foreign field without
competition. And by the time capital was once more available for

production abroad, American films had obtained almost complete control
of world markets.

2.10 Product Differentiation

Betts (1973:46) argues that, in the case of the UK market, quality of the films being
produced was also a factor in explaining the dominance that America secured over
domestic product at this time. Betts identifies the years between 1914 and 1927 as
the crucial time in America's domination of the British film market and offers a
simple explanation for their success; "Their films were better than ours”. Film
quality has always been a contentious subject, with British films, filmmakers and
public funders being repeatedly admonished by film critics and commentators for
producing films with either limited appeal or low quality. Barr (1996) acknowledges

the poor reputation which British cinema held historically and tries to refute this
impression. This returns us to the debate regarding the classification of film as art or

commerce. Hollywood has the resources needed to make high budget films with
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very high production values and their dominance of the market for these films is
unquestionable. But, the strength of European films often lies in the story they tell
and the stylistic nature of their direction. This is the case for films which broke
through both in Europe and the US over the past number of years such as Billy Elliot,

Trainspotting, The Full Monty, Amelie, All About My Mother and so on.

The opinion that British films were of low quality was challenged in relation to film
production in Britain during World War II. MacNab (1993:35) draws on various
sources who proposed that British film during this period was of high artistic quality,
although the scale of production was drastically reduced. In doing so, MacNab
(1993) quotes Manvell who attributes this high level of quality to the fact that British
filmmakers possessed “an individuality of style contrasting strongly with the rubber-
stamp Hollywood entertainment” (Roger Manvell, quoted in MacNab, 1993:35).
This is still posited as one of the differences between European films and those
produced by Hollywood. European films are often viewed as more creative, artistic

or individual than their Hollywood counterparts, although this is not always the case.

One European company which was early in recognising the US domination of the
film industry and the importance of appealing to the sizeable American audience was
Pathé. French film companies were successful in capturing a substantial part of the
global film market between 1896 and 1910, culminating in 1910 when Pathé opened
their first US film studio in Bounds Brook, New Jersey (Spehr, quotéd in Dyer
MacCann, 1987: 39). Pathé Fréres recognised that the tastes of American audiences
were different to those in Europe and began making films specifically for the

American audience in order to successfully compete. This proved very successtul,
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until Pathé sold his production company and moved fully into distribution. This
went against the trend of vertical integration which he is credited with starting, and

resulted in his business ultimately failing.

While the US companies were vertically integrating in order to reduce costs, Pathé
and Gaumont (Pathé’s main domestic rival) were reducing their risk by concentrating
on the revenue earning activities of distribution rather than the high risk, expensive
activity of film production. This left a gap in the market which the US companies

could exploit by providing these distributors with their films.

Gomery (1991) stresses that product differentiation came from the independent
sector which had formed in opposition to The Trust, and which later became the
Hollywood majors which we know today. By emphasising popular stories and
developing films as star vehicles, films no longer were sold by the foot and became
valued on the basis of the popularity of these stories and the stars of the films. It was
also during this period, according to Gomery (ibid), that widespread marketing came
into play in terms of communicating with the film going audience. Such marketing
was used in building the profile of the stars of these films, who were obliged to enter
into contractual relationships with these independent film companies in order to star

in their films.

2.11 The Birth of Hollywood

The Trust has been viewed as one of the contributing factors in the move from New
York to California which began early in the 1900s. The increasingly difficult

operating environment created by the official, and more so by the unofficial activities

46



of the Trust, had created an unwelcoming location for Independents wishing to
continue activity in the film industry. As Scott (2005) acknowledges, the shift of

film industry activities from the East to West Coast of the US is well researched by
film historians. Scott (2005:13) accepts that one of the reasons for this move was
related to the climate and landscape of Southern California, which were suited to
year round film production. The need for constant sunshine, which had driven
filmmakers, Independents and Trust members alike to destinations from Jacksonville
Florida to Cuba, was also instrumental in inspiring this move to Southern California.
Southern California offered a combination of easily accessible and varied locations,
good weather and a haven for non-Trust producers “who wanted to skip across the
Mexican border at a moment’s notice” (Zukor, 1954:37) to avoid litigation by the
Trust. But, at the same time, Scott (2005) is dubious of the explanation supported by
Litman (1998) when he points to the proximity of the Mexican border as an incentive
for the independents as they could flee to Me;cico 1f their defiance of The Trust were

discovered.

Another incentive proposed in explanations of this move was the lower wage bill
resulting from a move to Los Angeles, “the country’s principal non-unionized city”

(Puttnam, 1997:77). A third factor in this relocation was the ease with which the
independents and the studios could find premises, for a fraction of the rent that they

were paying in New York and New Jersey (Robinson, 1996:104).

Scott (2005) casts doubt on the belief that those who relocated to Southern California
were doing so to escape the stranglehold of the Trust, as he notes that some of the

firms to locate in this region during the period from 1909 to 1912 were in fact
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members of the Trust, although their headquarters were still located in New York or
New Jersey. Rather Scott (2005:19) believes that the location of many film
companies’ activities in Los Angeles up to 1912 was arbitrary. However, in saying
this, Scott (2005) draws on theories of industrial agglomeration in order to explain
the development of Hollywood as the centre of the film industry and why it has

retained this dominance.

At this time, another important development was occurring in the American film
industry. The Edison litigation combined with the mushrooming of nickelodeons
combined to create a shortage of films (products) for film exhibitors in the US. This,
in addition to the superior quality of the European productions, inspired the
exhibitors to look to Europe in order to source product. George Klein secured
distribution rights for the majority of European films shown in the US, but many of
the Europeans also set up their own branches in the US at this time. By 1907,
Robinson (1996: 133-137) estimates that two thirds of the films released in the
United States were European. This period has resonance today as the film industry

moves towards digital exhibition of films, which should.open up the market and

increase demand for product.

Scott (2005) stresses the need to look beyond the above explanations, which have
dominated the literature to date. He proposes a theoretical framework within which
to place the analysis of the development of Hollywood as the centre of film activity.

In formulating this theoretical framework, Scott (2005:15) poses two questions:

(a) when and how a simple accumulation of production units at any place
begins to manifest signs of an endogenous developmental dynamic, and
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(b) how this place then pulls ahead of actual or latent competitors, and how
it subsequently acquires a dominant position in extended markets,
sometimes over long periods of time.

Scott’s investigation is focused not on how and why the companies that became the
Hollywood majors located there at that time, but why they have remained there ever

since.

2.12 United States Conquers Europe.

The US filmmakers began to recognise the importance of the European market
during WWI, and developed this market in the early 1920s. German and Soviet
films were receiving great critical admiration in this period while in the US the
concentration was upon industrial issues. It was in the 1920s that the US began its

domination of the box office, which it retains to this day.

Between the signing of the Versailles Treaty and the crash of the stock
market, there began in the US forms of economic expansion and cultural
expression that signalled a new kind of empire (Ellis, 1995:97).

This was a period of expansion for business in the US, which began to export its
industrial products throughout the world. There was widespread interest in the arts

as a form of cultural expression in the US at the time, which was echoed in American

writing in the aftermath of WWII,

But it was American movies, which connected art most firmly with
commerce, that became the pervasive centurions in the new cultural

conquest (Ellis, 1995:97).

This shows that the importance of film as a form of cultural expression was
recognised in the early stages of the industry. The 1920s seemed to signal the
beginning of the industry that remains today. In this period, the relatively new

production studios saw the need to expand further in order to survive in the
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competitive market. The recognition of the need to expand into distribution and

exhibition resulted in a greater demand for capital.

2.13 The Majors are Born.

Three companies had firmly established themselves in the area of exhibition by the
middle of the 1920s. Paramount gained most control during this period. Between

1919, when 1t floated a $10 million issue of preferred stock, and 1921, Paramount
had succeeded in building up an empire which had the foremost production,
distribution and exhibition capacity in the US, as well as being in control of the vast
proportion of the acting talent of the period. Paramount faced competition from First
National, which had been formed by a group of exhibitors who identified the need to
become stakeholders in film production in order to ensure supply of product. The

final grouping that was in competition with Paramount was Loews.

By the middle of the decade, practically all of the majors and first run theatres in
North'America were being run by one of these three groupings. Heuttig (1944)
discusses the motivation behind the expansion and integration strategy of these
groupings and also highlights their belief in the power of advertising during their
expansion period. Ellis (1995) noted that Universal and Fox also had some theatres
but that these did not pose a threat to the domination of the sector by the big three.
In this way, the majors controlled the market, independent producers could not
access the theatres and independent exhibitors could not gain access to product in
order to exhibit. This was especially the case in the New Yprk area where this
activity was centred. Ellis (1995:99) estimates that approximately four to five

hundred feature films were produced annually in the latter part of the 1920s. In order
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for the programmes to change weekly in the theatres, eacl; of the majors had annual
release figures of 52 films. Distribution was handled regionally by the six hundred
exchanges, which were situated in forty-six of the leading American cities. Average
attendance for each of the twenty thousand or so theatres in the US was

approximately four thousand a week.

The newly formed majors had recognised the need to vertically integrate in the areas
of distribution and exhibition, in order to allow their films access to the market, and
in all aspects of film production; script development, acting, physical production,

editing and so on (Scott, 2005). From the late 1920s until the late 1940s, with the
introduction of sound, increased unionisation and so on which occurred, Hollywood

enjoyed what Scott (2005:32) refers to as its golden age when it opérated as a

“mature oligopoly”.

2.14 Spiralling Costs.

During this period, expenditure on films increased, as did that on creating and

building lavish theatres for exhibition.

Extravagance reigned, and the notion of spending money to make money
was unquestioningly accepted. Salaries soared for directors, writers, and
especially stars (Ellis, 1995:100).

However, despite spiralling budgets, the staples of the studios’ production were the
“B-movies”. As the cost involved in production rose, the importance of the
production supervisor usurped the director. Not only was this person involved in the
financial side of production, but also in an increasing way in the creative aspects.

With the advent of sound in the latter part of the twenties, this control become more
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manifest due to the increased cost incurred by the use of sound. At this stage in the

US industry, the business element of filmmaking took priority over the artistic.

2.14.1 The Big Budget Feature

The increase in budget size had begun in the mid-teens with Griffith’s 1915
production Birth of a Nation. Following this, Americans began to produce the first
big budget features, which have become synonymous with today’s Hollywood.
Griffith has been hailed as the American filmmaker who brought the film form into
its own in separating it from theatre. The sheer size and elaborate nature of this film
earmarked it as the model for the big budget Hollywood films that have succeeded it.

The Birth of a Nation cost five times more than Griffith’s Judith of Bethulia which

had up until then been the most expensive film to be produced in the US.

In addition, The Birth of a Nation also heralded in a new era for the consumption of
film. Balio (1985) recalls how the economic potential of film was confirmed when
this film was released at Liberty Theatre in New York and played there for forty-four
weeks. This run, according to Balio (1985:113), was to a large extent due to the

“exhibition format, consisting of reserved seats, scheduled performances, orchestral
accompaniment, souvenir programs, costuming of ushers, intermissions and the like”

which increased the level of luxury experienced by film goers at that time.

Such a sizeable investment was rewarded by exceptional box office success. The
film was a current day marketers dream. This big budget film, based on a best
selling book and subsequent play about the American Civil War combined with the

controversial treatment of African Americans, was ensured success at that time. Ellis
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(1995:29) sums up the significance of Birth of a Nation by saying that it was; “More
than merely a motion picture, it was a cultural phenomenon that everyone felt

obliged to witness”.

The difficulty in calculating box office receipts for Birth of a Nation is caused by the
organisation of American distribution at the time. Theatrical distribution was
arranged on a state by state basis, which precluded the possibility of collecting
accurate data relating to nation wide receipts for Birth of a Nation. Although rarely

getting theatrical release outside of film societies today, Variety estimated that it
grossed approximately $50 million (Ellis, 1995: 29). While Birth of a Nation was an
undoubted commercial and creative success, the first such epic film in the history of
the cinema, it was also controversial as the book it was based upon was The
Clansman, by Thomas Dixon, a well known racist author. Despite Griffith’s
watering down of the racist elements of the book in his adaptation, according to
Thompson and Bordwell (2003), the film fell foul of the National Association for the

Advancement of Colored People (NAACP). Such a reaction strengthened the view
held by early social commentators that film played a role in influencing social

perceptions and behaviours.

Griffith followed Birth of a Natior with Intolerance, which comprised of four shorter
films set in various time periods but with an underlying common theme. This four-
hour successor to Birth of a Nation, which cost $1.9 million to make and ran to
approximately four hours, was critically acclaimed. Despite the positive reaction
from the critics, the audience did not mirror this, confusion and frustration with its

length causing a predominantly negative response to Intolerance. This, combined

>3

! el e iy rutibe ik st ariny, g | i’ v o F Ll ] L P T L VR iy ¥ ¥

L]
i e

u ,mﬂ‘-uihﬁh;‘w——"—d -



with the failure of the theme to inspire audience sympathy, resulted in the film’s
unmitigated failure at the box office. Thompson and Bordwell (2003) recognised
Gniffiths’ ability to retain control over his productions in the face of increasing

control over the creative process by the studio producers.

2.15 Why Does American Still Dominate?

The above sections traced the development of the Hollywood industry and the
problems posed by this increasing domination for the European film industry since
the early Twentieth Century. Despite early beliefs that this domination could be
redressed, The European and Hollywood Film Industries are in constant battle.
While the number of films produced in Europe is greater than in the US, the number
of films achieving box office success in Europe is well below the US figure. The
reasons behind this disparity have long been the source of investigation and many
explanations have been proposed. This domination is mirrored in other film making
regions. Although, recent years have seen success for South American and Indian

films outside their own territories, such success is still not comparable to the

financial success and notoriety achieved by Hollywood films.

2.15.1 The Commercial Element

European filmmakers are at last acknowledging that they must make money to
survive in all sectors, and that while there is a place for artistic and sensitive films
which do not achieve major box office success, these must be subsidised by
blockbusters. The recent success of non-Hollywood films like Billy Elliot, Monsoon

Wedding and City of God around the world is testament to the fact that a filmmaker
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can retain his/her creative integrity while achieving commercial success, one,

therefore, does not exclude the other.

The problem facing many film industries is a combination of lack of business
acumen, reluctance of many to watch non-Hollywood, non-national films and
structural shortcomings (Kerrigan and Ozbilgin, 2003). The basic structures in place
in the European industry are disjointed and fail to provide the level of support
offered by the much more cohesive American structures. It is interesting to note that
the vertical integration, which is now an integral part of the Hollywood film industry,
was a European invention. Charles Pathé saw the immense potential of the

American market and sought to exploit it. His visionary tactics form the basis of the

film industry in the United States today. Pathé introduced vertical integration,

perceiving that the real money to be made emanated from the distribution of films

rather than from their manufacture.

In recognition of the need to improve the business side of the film industry, both the

European Commission and European national governments are providing support for
the training of producers. In the UK, the UK Film Council will award the status of
“Film Business Academy” to a UK higher education institution in 2005. In order to
apply for this status, higher education institutions were invited to submit proposals,
which would illustrate their ability to provide a film business education to the
industry. This required the cooperation of the film, business and law faculties of the
institutions, submitting a joint proposal to ensure that these areas would be given
prominence by the successful applicant. This move reflects the Film Council’s

growing interest in providing courses on the business side of film.
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This difference in the approach of the Hollywood film industry and European
filmmakers can perhaps be summed up by Zukor (quoted in MacNab, 1993:177)
when he said (about British filmmakers) “They haven’t studied the wants of
American markets as we have done traditionally, and therefore our films are, and will
continue to be, superior”. Although Zukor believed that the success of Hollywood
films was due to their superiority, this superiority seemed to lie with Hollywood
filmmakers’ desire to be market focused. This remains as true today as it was in the
1940s when Zukor made this statement, but it does not mean that European

filmmakers need to “give them what they want” in order to achieve a certain level of

SUCCCSS.

2.15.2 Marketing and Distribution

It 1s undisputed that the Hollywood industry has more star appeal with more
internationally recognisable stars than the European film industry. In addition, as
outlined above, the majors control the worldwide distribution networks and have a
prevailing foothold in the exhibition sector. Through maintenance of this control,
they retain their domination of the worldwide film industry. The distribution sector
1S undoubtedly the most instrumental element in a film reaching its audience.
Irrespective of the talent of the writer, director, technical staff and stars involved, if a
film fails to secure a distribution deal with one of the majors or a respected
independent distributor, it will not be widely exhibited and will certainly not recoup
its production budget. A good marketing campaign, which is coherently planned
with the production team and distributor from the earliest possible stage, is essential

in order to secure good box office receipts. Durie (1993:13) stresses, “the goal of
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film marketing is to maximise the audience for a film and, by extension, its earning

potential”.

When access to the integrated supply chains of the US majors is denied, the need for
marketing techniques to be employed is increased. The film marketing expert
interviewed for this thesis stressed that the smaller the film, the more aggressively it
must be marketed. It is through the clever use of marketing that such films can try to
find their audience. This need was recognised in 2000, when an international
symposium was held in Zurich in order to “outline the specific problems small
European countries face in the area of film marketing” (Joeckel, 2003). Film
producers from across Europe concerned with the importaﬁce of marketing attended
this symposium. Indeed, over the last number of years there has been an increase in
public support for film marketing initiatives, like the Lithuanian Institute for Art’s
summer school for young filmmakers which focuses upon marketing, and the Danish
Film Institute’s programmes which focus on marketing techniques for film

producers.

2.15.3 European Suspicion of Distributors

In Europe distributors are still viewed with suspicion. Rhetoric surrounding the
industry abounds with rumours that directors or writers are asked to change certain
aspects of their project in order to fulfil market demands as determined by the
distributor, or by one of the major studios offering European directors production
finance. For example, Kirk Jones, the writer/director of Waking Ned sought
production finance from one of the US majors, but turned down the offer as it would

have meant compromising on casting to a greater extent than he felt desirable (Jones,
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1998). Another example is the Neil Jordan film, We 're No Angels, where Jordan felt
that the final film had been edited to such an extent that it no longer remained the
film that he shot (Jordan, 1997). There are also accounts of the lengths that
filmmakers have gone to in order to avoid distributors editing a film or making
alterations prior to release (Phillips, 1991). However, such stories have so far been

restricted to the US majors and not independent distributors (Biskind, 2003).

As will be illustrated later on in the thesis, recruited audience screenings (RAS) are
primarily used’'in order to ascertain if a film has connected sufficiently with the

original target audience and whether cross over potential exists. The European
industries are very heavily production led, as is evidenced by the very low number of
- distribution companies operating in the European Union in addition to the low
market sharé cnjoyed by European distributors. Despite this, policy initiatives have

failed to address this funding imbalance sufficiently and this has impacted negatively

upon the ability of non-US filmmakers to secure a greater share of the global film

market.

2.15.4 Structural Considerations

This chapter has looked in detail at the formation of the Hollywood film industry up
until the mid 1940s when the Hollywood majors operated as a mature oligopoly. At
this stage, according to the analysis of Christopherson and Storper (1986); Storper

(1989); Storper and Christopherson (1987), this strongly vertically integrated

oligopoly was forced to restructure as the Paramount Anti-Trust case of 1948 found
that the fully vertically integrated structure of the majors was unfairly restricting

competition in the post war film industry. This was coupled with the arrival of
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television in the 1950s which also impacted negatively upon the film industry. As a
result of the Paramount case, the majors were forced to sell off their exhibition
chains, as it was agreed that ownership of production and distribution as well as
exhibition resulted in an mti-coﬁpetitive market for film. Christopherson and
Storper (1986) argued that this resulted in a disintegration of the ma}ors at this time
and a focus on flexible specialisation where smaller independent firms were involved
in various film making activities, and the majors’ role was restricted to acting as the
coordinators of these networks. Scott (2005) depicts this period as one of instability

where the industry restructured itself in the face of these pressures.

There has been some disagreement with regard to the degree of control exerted by
the majors over the film production process since the 1950s. Critics of the views of
Christophersun and Storper such as Aksoy and Robbins (1992), Blair and Rainnie
(2000) and Wasko (1994) and have stressed that despite the more disintegrated
structure which existed during this period, the majors still exerted ecc;nomic control
over the film production process. Blair and Kerrigan (2002) have emphasised the
cyclical nature of film production and consumption throughout the film industry’s
existence, and in doing so, acknowledgéd that these cycles took place under the
control of the majors, despite the periods of integration and fragmentation which

occurred.

Once again, we are witness to the fact of the major players from the American film
world dominating, and in so doing restricting entry by (largely European)
independents, into the market. Although there have been investigations by the MMC

in the UK, the Antitrust authorities in the United States and the European
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Commission’s Directorate General for Competition (DG IV), to date there has been
no proof that this domination is taking place unfairly. It will be interesting to note
how this develops with the continued growth of the multiplex sector and their
specific arrangements with their parent companies, in addition to the burgeoning
digital distribution sector. It is, however, unlikely that we will again enter into a
situation resembling that which existed during the reign of the Motion Picture
Patents Company. Tackling the historical domination which the US has over its
markets 1s very difficult, but progress cannot be made until European filmmakers

acknowledge that, in film, there is no natural separation between commerce and art.

The European film industries are still heavily reliant upon government support for
production but are beginning to recognise the need to improve upon the current,
substantially restricted, level of access to distribution channels that European film
product suffers from. Until the late 1990s, there was an imbalance in the
concentration of public subsidy in Europe, with 62% of total public finance for the
film industry being invested in production in 1994 (Minns, 2000). In the UK and
Ireland, 100% of subsidy money was earmarked for production, although this has

changed in recent years as is outlined in Chapter Five.

2.15.5 Lack of a Strong European Film Lobby

Another important and often overlooked explanation of the domination of the global
film industry by Hollywood is the existence of a strong film industry lobby working

on behalf of Hollywood in opposition to the lack of such a lobby in Europe. The
origins of the Hollywood film lobby are laid out in detail by Ulf-Meller (2001). The

strength and importance of the film industry was recognised by the US government

60



from the early days of trade in film and they used their diplomatic networks in order
to promote their films around the world. Puttnam (1997) has documented how this
strong film lobby, now presided over by Jack Valenti of the Motion Picture
Association of America (MPAA), mobilised itself during the Uruguay Round of the
GATT negotiations which took place between September 1986 and December 1993.
This will be explored in Chapter Five. It is clear from Puttnam’s account that the
European industry could not safeguard itself without forming a collective which

would take on the role of lobbying GATT and safeguarding Europe’s protection of

its film industry during this period.

Although the Europeans succeeded in maintaining levels of public support for the
film industry at the end of the Uruguay Round, this was done so with the assurance
that they would start to liberalise the industry. The strength of the US political lobby
is also apparent when observing the negotiations currently occurring between South
Korea and the US. The US has insisted that South Korea lower its current quota on

the percentage of indigenous films which are shown at South Korean cinemas from
40% to 20% in order to increase other trade with the US. Since South Korea
Introduced their quota system, their industry has seen success both at home and in
foreign markets such as Japan, Hong Kong and to a lesser extent, in Europe. Again

this will be developed further in Chapter Five.

2.16 Common Features of Film Collectives

Having analysed the development of the field of film marketing, it is now important

to examine the impact which this has had upon micro and meso level activities in the

film industry. This final section of the chapter draws upon various biographies,
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autobiographies and other writings which discuss the formation and operation of
various successful filmmaking collectives. These sources provide interesting
insights into the filmmaking environment. This additional documentary source was
used both in contextualising and analysing the industrial environment within which

film marketing takes place.

This material, which is listed in figure 2.5 below, provided the following data:
Firstly, these sources present contextually based insights into the process of
developing, producing and packaging a film taking into account the various
interpersonal relationships which played central roles in these processes. These
accounts also offer a context through which to evaluate the relevance of public policy
initiatives  for filmmakers, and, finally, they provide invaluable data about

interactions and events which can be analysed through the theoretical lens provided

by this PhD thesis.

These data sources or types of documentary evidence can be classified, in accordance
with Smith (1994:286-288), as “life writing”. Life writing is generally understood as
biography or autobiography, but in the case of the documentary evidence described
In this section here, this definition is extended to accounts of the life of a particular
company or creative collective within the film industry. Table 2.1 below lists and

classifies the life writings used. Further to my classification of these sources as life
writings, Hodder (1994:393) stresses the importance of such “mute evidence” in

providing historical context for qualitative investigation.
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Author Year Type of writing

Easy Riders Raging Bulls- | 1998 Account of film
making in 1960s and
1970s Hollywood

How the sex’ n’ drugs ‘n’

rock ‘n’ roll generation

saved Hollywood

Phillips, J. You’ll Never Eat Lunch in
This Town Again

Memoir of a film
producer
Kuhn, M. One Hundred Filmsand a | 2003 Company history from

Funeral- PolyGram Films, the perspective of its

Birth, Betrothal, Betrayal, British President

Burial
Finney, A. The Egos Have Landed:

The rise and fall of Palace

1998 Company history
written by film industry

Pictures journalist

Evans, R. The Kid Stays in the 1 1994 Memoir of a film
Picture producer

Eberts, J. and Ilott, | My Indecision is Final Company history
T.

written by the company

founder and a film

industry journalist

Figure 2.5 List of life writings used, classified in terms of the nature of the

sOource

These sources of evidence will be discussed in context in Chapters Five, Six, Seven
and Eight. In general, these accounts of the working lives of US film professionals
or the company histories of some of the most successful (though now no longer
functioning) companies in the recent history of the British film industry, contributed
to the formation and the subsequent analysis of my theoretical framework as outlined

in the following chapter. All of these accounts share a common focus on trust. They

illustrate the importance of interpersonal relationships, social capital and shared

63



experience, all of which all contributed to the many successes documented. The
structures of the collectives in which these accounts are set are similar, with an
emphasis placed upon working with those who share a common creative vision and
mutual respect. These accounts also point to either the erosion of such trust as one of
the main contributing factor of the demise of the companies or collectives which are
documented, or to the demise as being a result of having to work with un-trusted

creative partners due to structural pressures.

2.17 Summary

This chapter has sought to examine the key drivers behind the dominant position that
Hollywood holds over the global box office. Historically, the structural problems,
which are seen to hinder the European film industry, emanate from the organisation
of the industry itself combined with reluctance'on the part of the Europeans to adopt
industrial and marketing tactics readily embraced by Hollywood. Whilst acceptable
growth could have been achieved in its domestic market, the US majors felt little
need to dilute their effort and develop a foothold in Europe. However, as the home
market became saturated and demand for US product in Europe rose, the majors
found it relatively easy to mobilise their marketing machine and take a significant

share of the European distribution and exhibition market.

Europe's policy makers are belatedly employing some of these techniques in order to
develop the European industry. The majors’ domination of the distribution sector
continues to cause problems for the European, and indeed American, independents.
The additional problems which Europe has in relation to language and culture are

merely asides to the question of industrial organisation and market awareness. It is
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upon these areas that national policy makers are concentrating their efforts to
increase the commercial success of the global film industry and loosen the

stronghold that America currently has over this market.

This abridged historical account is necessary in order to acknowledge the role played
by policy in shaping the existing film industry and also in identifying early
recognition of the tools used in order to differentiate films within the market. In
piecing together this account, a number of documentary sources were used, from
social history, film history, political science, economics and sociology to biography

and journalistic sources.

As shown above, European filmmakers are still struggling with the imbalance that
exists in the film industry. The might, experience and structure of the Hollywood
majors is difficult to compete with. This chapter has outlined the macro level issues
which impact upon the market, namely; the overarching structures of the film
industries concerned, primarily that of Hollywood and European cinema; the role
which public policy has played in shaping and sustaining these structures and the
current 1ssues facing European filmmakers at a macro level. In doing so, emphasis
has been placed upon the impact of the field (Bourdieu, 1977) upon the macro and
meso level activities of film marketing. Only by understanding the external

pressures and the power structure of the industry is it possible to fully understand the

constraints under which film marketers in Europe operate. In recognising these
constraints, this thesis pushes forward existing explanations of the performance of
films in the market and contributes constructively to the development of a holistic

view of the film marketing process. While, as shown above, there are still areas for
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disagreement between the historical accounts of the development of the Hollywood
industry, what is unanimously accepted is the power which the Hollywood majors
continue to exert over the world wide film industry. It is within the context of this

domination that my analysis of film marketing is set.

Chapter Three examines film marketing from a micro perspective by discussing the
existing film marketing literature in terms of the impact which the various elements
of the marketing mix have upon both the construction and consumption of feature
films. In order to do so, it focuses specifically on the film marketing literature and
literatures from sociology, psychology, economics and cultural studies. These can be
drawn upon in formulating an informed picture of the current state of film marketing

scholarship, before moving on to more empirical forms of analysis.
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CHAPTER THREE

REVIEW OF FILM MARKETING

LITERATURE
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3.0 Introduction

Having examined the film industry from the macro level, this chapter examines the
existing literature which deals with the subject of marketing within the film industry
and moves on to outline the theoretical framework underpinning this research,
derived from marketing, psychology, sociology, economics, cultural theory and film
studies. Litman (1998) uses the terms “psychological approach” and “economic
approach” to distinguish between the two main strands of research into the market
performance of films, The psychological approach incorporates studies which seek
to explore and explain the motivation for cinema attendance; the latter approach is
more focused on what Litman (1998:176) terms “the economic factors that influence

collective movie attendance decisions”.

This thesis is concerned with evaluating the impact of an integrated supply chain
upon marketing decision making and the marketing process and the policy
environment within which this takes place. In this respect, the study differs from
previous film marketing research in that it is concerned with the industrial
consideration of the factors influencing collective movie attendance and how the
structure of the supply chain informs this process rather than consumer behaviour in
feature film consumption. In examining film marketing from the company
perspective, the theoretical framework has been informed by an evaluation of both

psychological and economic types of research as indicated below.

Before moving to a discussion of the film marketing literature or literature which can
be used in order to draw conclusions about film marketing, it is important to identify

what is meant by marketing in this thesis. This is followed by an initial examination
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of the development of the use of market research within the film industry, as this has
identified many of the key marketing characteristics of the industry from its
inception. Although the methods used during this period were crude, they did aid the
pioneer filmmakers in gaining a fuller understanding of their audience. Apart from
literature concerned with ﬁarket research, literature pertaining to the marketing of
films generally focuses upon success factors ranging from the role of the star and the
critics’ influence to the release strategy. Each of these marketing tools and
techniques will be discussed below. Finally, some initial policy approaches are
introduced; these will be developed later in the thesis. Some areas are well
researched while others have only been touched upon so far; this is evidenced by the

discussion below.

3.1 Definitions of Marketing

Marketing as a concept as well as a process has been much discussed, particularly
since the 1960s. While the majority of this work has emanated from marketing
academics, sociologists, cultural theorists, psychologists and economists often
discuss marketing. It is not surprising then that there is a need to define precisely
what marketing within the boundaries of this thesis means. As whole PhD theses are
concerned with the creation of marketing knowledge, it is far beyond the remit of this
study to discuss in detail the various theoretical approaches to the study of marketing
which exist, but the following section outlines where this thesis is positioned in

relation to marketing theory.

The starting point for this discussion is exchange theory. Marketing as exchange was

written about by Bogozzi (1975) and has provided a useful framework for marketing
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academics. The marketing management school mainly emanates from US business
schools and has viewed marketing as the process of planning and executing the
conception, pricing, promotion, and distribution of ideas, goods, and services to
create exchanges that satisfy individual and organizational goals (AMA definition
cited in Gronroos, 1994:347). But, the AMA (American Marketing Association)
launched a new definition of marketing at their 2004 Summer Educator’s
Conference; “Marketing is an organizational function and a set of processes for
creating, communicating and delivering value to customers and for managing
customer relationships in ways that l;eneﬁt the organization and its stakeholders”
(AMA, 2004). This change in definition reflects the movement of marketing

academics and practitioners towards a more relational approach to marketing.

The marketing concept, which has dominated marketing since the 1960s has been

defined by Felton (1959:55) as

a corporate state of mind that insists on the integration and coordination of
all the marketing functions which, in turn, are melted with all other
corporate functions, for the basic purpose of producing maximum long
range corporate profits.

Drucker (1954) emphasised the need to plaée customer satisfaction at the centre of
the marketing concept, with profit being achieved as a reward for attaining customer
satisfaction. Min (2006) proposed that the marketing concept is compatible with
theoriesr of supply chain management as well as that of relationship marketing.
Figure 3.1 below illustrates this compatibility as defined by Min (2000) linking the
marketing concept theoretically to the philosophical origins of relationship marketing

and to the underlying philosophy of supply chain management.
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Philosophical Foundation
of a Marketing
Orientation

The Marketing Concept
(1) customer focus, (2)

coordinated marketing, and
(3) profitability

Philosophical
Foundation of
Relationship Marketing

Compatible Philosophy
for Supply Chain
Management

Figure 3.1  The Impact of the Marketing Concept Source: Min (2001: 81)

This interdependence, which Min identifies between the acceptance of the marketing
concept and the practice of supply chain management, has resonance for researching
marketing within the film industry. However, much of the rhetoric surrounding the
marketing focus and the subsequent marketing orientation which companies adopt as
a result of this orientation, focuses on the needs and wants of the customer. It 1s here
that arts marketing researchers encounter problems. How do the ideas of customer
satisfaction fit compatibly with the creation of artistic works? Are existing theories
of marketing sufficiently broad to deal with marketing in the creative industries? In
answer to these questions, researchers such as Fillis (2004) O’Reilly (2004) and
Rentschler (1999; 2004) have tried to redefine marketing theory in order to provide
useful frameworks for the analysis of marketing the arts or creative industries.

However, it is not necessary to turn away completely from the marketing concept in
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order to examine film marketing. If customer satisfaction is seen as the ultimate goal
of the market orientation (Kotler, 2002), this can be seen as compatible with film
marketing aims. Although, as discussed in Chapter Five, the aims of filmmakers/
marketers range from socially motivated through to fully commercial, there is a focus
upon the end user in this process. Only if a narrow view of customer satisfaction 1s

adopted must we reject the marketing orientation as a relevant approach for this

study.

If a broad view is taken, we can state that companies or film making collectives can
possess a market orientation in the film industry if their focus is upon identifying and
targeting an appropriate audience and satisfying the expectations of this audience.
As films are made to be watched (consumed), there is a need to focus on the
audience. This approach emphasises the need to segment the audience for film; to
select appropriate segments based on how receptive they will be to the film in
question; to target these segments through marketing communications; and to
position the film appropriately by setting expectations in relation to its genre, style
and so on. The film marketing mix is derived from applying mainstream marketing

theory to the film marketing literature as discussed in the remainder of this chapter

and 1s analysed in detail in Chapter Eight.

This leads us back to the question of how this marketing orientation can exist in a
firm. Gummesson (1991) introduced the idea of the part-time marketer, where
marketing is integrated within the various operational units of an organisation and
marketing is placed at the core of the organisation. When adopting this perspective,

the role of internal marketing is accepted, where all employees are focused on the
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marketing process and share a common direction and understanding of this process.
According to Min (2000), the move to such a marketing orientation necessitates a
move to a restructuring of the organisational system. Such a marketing orientation

has been shown to result in various positive outcomes such as improved firm

performance in terms of increased financial rewards and employee performance
(Jaworski and Kohli, 1993), and increased new product success (Narver and Slater,

1990, Slater and Narver, 1994, quoted in Min, 2000).

As shown in Min’s (2000) model in figure 3.1, firms’ adoption of a market
orientation is conducive to an environment where relationship marketing can thrive.
In fact, both supply chain management and market ortentation draw upon concepts
developed by relationship marketing proponents such as Berry (1995); Gronroos
(1990, 1995, 1997); Gummesson (1994, 1997); O’Malley (2003); O’Malley and
Tynan (2000, 2001). Key elements of the relationship marketing discourse are trust,

commitment and cooperation (Grénroos, 1995; Sheth and Parvatiyar, 1995).

Berry and Parasuraman (1991) identified relationship marketing as
concerning the relationship between a firm and its customers. Gronroos
(1990:236) went on to expand the concept of relationship marketing by
offering the following definition; marketing is to establish, maintain, and
enhance relationships with customers and other parties, at a profit, so that
the objectives of the parties involved are met. This is achieved by a mutual
exchange and fulfilment of promises.

It is from this perspective that marketing in the film industry is viewed. No one
thcory i1s applied to the film marketing process, but the* various marketing
perspectives shown above contribute towards the theoretical framework of this
thesis. As the film industry operates in a particular context where commercial
perspectives are considered alongside artistic elements and public policy, an

expansion of existing marketing frameworks is necessary.

73



This thesis, while using a marketing mix approach in addition to examining the role
of policy, structural issues and company structure, avoids a definitive list of
marketing mix elements that apply to the marketing of film, but in keeping with
Borden’s (1964) original article which discussed the marketing mix, provides a
number of elements which should be considered collectively on a case by case basis.
This approach fits with Culliton’s view of the marketer as a mixer of ingredients
(Culliton, quoted in Groénroos, 1994). Having reviewed the marketing approach
adopted in this thesis, the following sections will proceed with a review and analysis
of relevant film marketing literature before finalising the theoretical framework used

in this study.

3.2 The Origins of Market Research in the Film Industry

Although the early movie moguls in the US were established businessmen, the
impact of marketing was not immediately apparent. Early signs of the importance
which market research had gained in Hollywood were evident by the late 1920s
when a crude form of market research had begun to take place (Zukor, 1954). Box
office success factors had b;zen identified and studios incorporated these observations
Into their production strategy; Albert Sindlinger began to plant ushers in the cinema
toilets where they would discuss a film with audience members who had just exited a

performance (Jowett, 1985).

Initial audience research was socially motivated with psychologists and sociologists
recognising that film could be an effective research tool. The films themselves were
not being investigated, they were merely used to draw in members of the public in

order to collect data (Jones and Conrad, 1930). Attempts to ascertain consumer
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demand only really came about with the recognition that using film as an efficient
method of social research necessitated the identification of the interests and
preferences of the audience. Small-scale studies of audience preferences began with
simple observations of content in the early cinema forms. This proved sufficiently

popular to support the foundation of the Hollywood film industry that flourishes

today (Jowett, 1985).

In the 1930s, industry professionals began to be more scientific in their data
collection and analysis of their customer base. This was a response to the Depression
combined with the restrictions of the self-censorship, known as “the Code” instigated
by the industry in the face of criticism on the grounds of the negative moral impact
of films. Immediately after World War II, Chambers (1947) identified the need for
Hollywood to introduce sustained research into film production and audience
composition in order to retain its lead in the world markets. He stressed the adoption
of a global strategy to establish a sufficient understanding of the overseas markets in

order to compete successfully (Chambers, 1947).

The 1930s also heralded the introduction of the "sneak preview" as a means of
determining success and failure factors of a newly produced film. These early |
Recruited Audience Screenings (RAS) did not have the advantage of today’s more
sophisticated testing systems. Their biggest impediment to accuracy was the lack of
discrimination employed in audience selection. Those currently running RASs are
careful to attract clearly defined audience segments in order to determine accurately
a film's potential impact on the target group. They also endeavour to ensure that

cach participant returns a fully completed questionnaire; there was a tendency
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towards self-selection in the early years, whereby only those who enjoyed the film

4

completed the questionnaire’. In saying this, during the course of this research I

attended three RAS sessions and observed differing levels of professionalism in

terms of audience recruitment at each. These are discussed in detail in section 8.8

(Chapter Eight).

In addition to investigating audience tastes while at the cinema, early research also
began to consider the motivation behind cinemagoing as a pastime. Through his
work, which drew upon the methods employed in other communications research,
Paul Lazersfeld highlighted a trend of equivalent consumption of "mediums of mass
entertainment” (Lazersfeld, 1947, p.164). For example, frequent cinema visitors

were also heavy readers of magazines and regular listeners to the radio (Lazersfeld,

1947).

Whilst Lazersfeld's study attempted to explain the psychological motivation
underlying why individuals go to the cinema, he was unable to identify any decisive
factors. However, in using a demographic analysis of film audiences that drew upon
research into audiences for radio’, Lazersfeld did conclude that age was a significant
determinant when examining audience profiles and in the older segments of the

population, educational level was important.

These early forms of market research concerned with evaluating the impact of
cinema on the population, understanding the motivation to attend the cinema as well

as indicating the factors which result in enjoyment of particular films based on

For an example of a recruited audience screening questionnaire, see appendix .
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demographic or psychographic considerations continue to date. While impact studies
are located primarily within the remit of cultural studies, psychology and sociology
the latter two types of research are undertaken by those investigating the film
industry from a marketing perspective. The following section will outline the current
situation with regard to the film industry’s use of market research, before identifying
the marketing tools identified in the literature as impacting on the selection of films
by audiences. Adapting Borden’s (1964) marketing mix philosophy, these marketing
tools when combined constitute the substantial value adding activity that new

product development in the film industry demands and is reflected in the marketing

processes undertaken at the various stages of a film’s life cycle.

3.3 Perception of Market Research in the Film Industry

Certain European filmmakers are scathing of the practice of audience research as
carried out by the majors in the US, but lack of direction or knowledge of the appeal
of a project from the early stages is likely to restrict the effectiveness of the
marketing campaign. All too often, such research is left until the latter stages of
production when it is ineffectual. Puttnam articulates the European situation by

stating that; "Many film-makers in Europe still regard research with distaste,”

(Puttnam, 1n Ilott, 1996).

While market research is widely used in the US film industry, its introduction into
the European industries has met with some resistance, particularly on the Continent.
Recruited Audience Screenings (RAS) are events where a film is shown to an
audience consisting of members of the target audience with the purpose of testing

various aspects of the film to see if it does in fact appeal to this group. Resistance to
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such research is gradually being overcome. An example of this is the interest shown
by the Danish Film Institute in introducing a system of RAS to the industry, although
1t is hampered by the fact that there are no specialist film research companies in the

country. The situation is different in the UK, where a number of companies
specialise in RAS. Unsurprisingly, with US films accounting for 86% of box office
revenue 1n the UK (EAO, 1999), their client lists are mainly composed of US

companies operating within the UK.

3.4 Frameworks to Identify the Marketing Tools Involved in the

Film Industry

The above section outlines the development of the use of market research as a tool in
the marketing of films. The next section draws on existing literature in order to

identify other elements of the marketing mix to be considered in this thesis. These
elements, referred to as the film marketing mix, have been incorporated into the

theoretical framework of this thesis and are explored in detail in Chapter Eight.

Litman (1983) identifies three decision making areas that he believes are important
in ensuring a film is successful in the marketplace: the creative sphere, scheduling
and release pattern and finally the marketing endeavour. The problem with such a
framework is the separation of “the marketing endeavour” as a final and separate
consideration. This thesis proposes a more holistic approach to marketing activities.
As marketing 1s concerned with developing, packaging and communicating, film
marketing activities range from very early development activities through the

budgeting processes to the exhibition and distribution strategy. This, as indicated in

78



Chapter One, is in keeping with the relational approach to marketing as espoused by

Scandinavian academics since the 1960s.

3.4.1 The Role of the Star- Actor, Director, Producer

To date there has been a lot of attention paid to the role played by the lead actors
(stars) cast in films. The literature discussed below does not provide a definite
answer as to the marketability of films in relation to “the star”, but it is recognised
that the star can often be a point of reference for consumers when choosing particular
films. In addition to this, many of the other creative roles can prompt a decision to

select particular films from the available offerings; this will be discussed later in this

section.

Jacobs (1968) divided the factors influencing film choice into five loosely defined
areas, with the principal stars seen as the most important factor in attracting an
audience. The importance of a star's earning capacity is recognised by the
Hollywood Reporter with their "Star Power" service. It has a database of over 500

actors and actresses around the world, with an indication of their box office potential.

The importance of genre, script development, target audience and budget will be
discussed below, but these factors must be- considered in choosing appropriate
creative personnel. The impact that these individuals may have on the ability of a
film to crossover from one audience segment to a wider audience should be

evaluated. The aim of the marketing campaign for many small films is to precipitate

- a film 1n crossing over from niche market to mainstream.
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Chapter Two traced the early use of stars as a key method of product differentiation
for the majors, and this appeal of “star quality” has not diminished. On occasion this
appeal 1s over estimated, as some films do not support big names. This can be
problematic for filmmakers when trying to secure production finance from the
majors who may exert pressure on the filmmakers to cast well known stars in the

lead roles in order to increase the attractiveness of the film at the box office.

Latterly, research has shown conflicting results regarding the role of the star in the
ultimate success of individual films. De Silva (1998), Neelamegham and Chintagunta
(1999); Sawhney and Eliashberg (1996) and Sochay (1994) found that star
involvement in a film had a positive result on box office performance. Austin
(1989), Litman and Ahn (1998) and Ravid (1999) concluded that the inclusion of a
well-known star in the cast of a film played no significant role in increasing earnings.
Litman and Kohl (1989) identified that the star had a small role in increasing revenue
but was not the most significant factor. De Vany and Walls (1999) found that those

films which featured a star were more likely to have a longer run on more screens
than those without. However, as they point out, this may be linked to the fact that
such films are likely to have a greater overall budget than films without stars, which
may account for this box office longevity. Evaluating the impact of stars on the box
office performance of films is problematic as it is often dependent on the star in

question; the image that this star has; and how the intended audience for the film

receives them.

The star is not always the main attraction. For many cinemagoers, the director or
cinematographer of the film may be a major draw. For example, the films of Quentin

Tarantino have a certain style and following. This is true for many directors, Pedro
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Almodovar, Stephen Spielberg, Gus Van Sant, Lars Von Triers, Paulo Pasolini and
so on. In each case, the attachment of such a director indicates a certain style, genre
or quality which appeals to the intended audience. Nowell-Smith (1981) refers to
this ability of particular directors to inscribe themselves on the film, as seeing the
author’s style as inscribing itself in the “text” of the film resulting in the provision of
a coherent enabling device which allows the audience to recognise the film as
“authored discourse” (Nowell-Smith, 1981). A problem arises when this style is
deviated from, as the previous audience can be alienated without the new audience
fully accepting the work of such a director. In Europe, unlike in America, writers
and directors control the direction of the film. According to Andrew Macdonald,

producer of cult hits Trainspotting and Shallow Grave;

They (writers/ directors) don’t make films for anyone other than
themselves. They believe that it’s important for them to say their thing and
then they give it to the producer and the producer is told to raise the money

(MacDonald, quoted in Goodridge, 1995).

3.4.2 The Creative Sphere

Since the end product of the film industry is in itself a creative product, within this 1t
1s difficult to distinguish the “creative sphere” from that which is not creative.
However this thesis is not concerned with debating and defining the role of creativity
in organisations. Litman (1983:159) defines the creative sphere as "the total creative
effort expended in making the film", and within this he stresses the importance of the
story. This elevation of the story is echoed by experienced filmmakers such as Neil
Jordan (1997) who in a public interview stressed repeatedly that the quality of the
story was one of the most difficult, yet important, tasks to achieve. Jacobs also

includes the story as a key feature in his (1968) framework. Linked to the appeal of
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the story is the genre. It is impossible to consider the role of the story without

discussing the genre of the film.

3.4.3 Genre

The identification of a film’s genre is essential as the tastes of cinema audiences
move with fashion, and one hit in a particular genre can inspire a revival, as was the
case with Les Craven's Scream films, which heralded a revival of the teenage horror
film. There is an element of chance involved in identifying what will attract
audiences when the film is completed. Bowser (1990) and Ellis (1995:102) examined
the trademark genres which existed in American film in the 1920s and remain today.
The ‘western’ typified America and the American film of the time. The ‘comedy’
became very popular in the 1920s when the first comedy features were made. This
was the era of Charlie Chaplin, Harold Lloyd, Harry Langdon, Buster Keaton and
Laurel and Hardy. Ellis (1995:104-5) highlights the history of ‘genre films’ in the

following way;

Though the introduction of sound required extreme modifications of style
and introduced a new group of comics, the comedy, along with the western,
the gangster film, and the musical, remains among the most distinctive,
indigenous, and important American contributions to film forms.

Another popular genre of the time was the ‘love story’. These were originally
referred to as ‘women’s pictures’. Although the love story had been around since the
beginning of the film industry, it reached its popular plinth in the 1920s as, by this
time, women constituted the largest cinema going social group. This 1s in contrast
with the situation today where the main target audience for films are young males
who are now the most frequent cinemagoers. Such types of light entertainment

appealed to the populace as it enabled them to escape from the humdrum of everyday
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life. This has remained part of the quintessential appeal of the Hollywood

blockbuster to date.

Genre continues to be a key determinant for financial success (Litman, 1983; Litman
and Kohl, 1989; De Silva, 1998). However, it can be difficult to predict the genres
which will appeal at the time of a film’s release - as the lead-time between
development and theatrical release can be two years or more, the result can be
producing In a genre that has run its course or suffered from overkill (Litman
1983:160). Ellis (1995) highlights the popularity of adaptations of successful novels
and plays during the 1920s and 1930s. This enthusiasm for adaptations has not
faded, the recent success of films such as Bridget Jones's Diary, Charlotte Gray,
High Fidelity and The End of the Affair are testament that the trend towards popular
adaptations has not ceased. However, the success of the original novel alone does
not ensure success as was seen by the relative commercial failure of Caprain

Corelli’s Mandolin or Bonfire of the Vanities.

3.4.4 Target Audience

Durie et al. (2000) stress the need to identify the target audience for a particular film
in order to focus the marketing campaign. The target audience and any potential
crossover audience may be determined by studying the success or failure of similar
films at the box office. This can highlight the successful and unsuccessful strategies

employed in the production and marketing of such films in order to determine

potential audience size.

83



Durie et al. (2000), share the belief held by Tim Bevan from Working Title Films that
it is essential to know a film’s target audience from an early stage in its development.
Bevan admits that it has taken him a long time to recognise this necessity, but urges
the writers whom he produces to imagine the trailers and the target audience before
writing at all. The identification of the target audience is closely related to the genre

of a film as discussed above.

3.4.5 Word of Mouth

Many commentators believe that it is impossible to control “word of mouth”.
However, identifying the most likely audience for a film and focusing on bringing it
to their attention can go some way to ensuring that word of mouth is positive. Durie
et al. (2000) also look at the impact of "word of mouth" and reviews on a film's
success or failure. They differentiate between "want-to-see” and audience
enjoyment. Film marketers can create "want-to-see" through the marketing
campaign. However, the ultimate aim is to achieve audience enjoyment and
therefore "good word of mouth" in order to sustain a film in the market. Accurate

targeting of a film can assist in positive word of mouth.

The experience of Neil Jordan in relation to his film In the Company of Wolves,
provides an example of where the positioning of a film resulted in its failure at the
box office (Jordan, 1997). This adult allegorical fairy tale was distribﬁted in the US
by Miramax, who marketed the film as a horror movie and targeted this audience.

Audience expectations of a horror movie were unfulfilled resulting in the film being
slated by audiences, which ultimately created negative word of mouth and

commercial failure; the film was failed by its marketing campaign. Negative word of
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mouth can undermine the most sophisticated marketing campaign (Katz and

Lazarsfeld, 1955).

3.4.6 Critics and Avids

An essential role 1n creating and sustaining good “want-to-see” and word of mouth is
played by the critics and what the film industry calls “avids”- the mavens or gpinion
leaders from among the consumers. Much research has been carried out regarding
the role of critics and awards in predicting box office success (Austin, 1983; Austin,

1989; Cameron, 1995; D’Astous and Touil, 1999; Eliashberg and Shugan, 1997,
Holbrook, 1999; D’Astous and Colbert, 2002). Findings here are inconclusive but
there would seem to be an overall acknowledgement that good critical reviews can
help a film ‘to achieve box office success. The question of the role of award
ceremonies seems more complicated. Films with Oscar (Academy Award)

nominations are more likely to achieve box office success than nominees and
winners of festival prizes such as Cannes, Venice and Sundance. There has been
evidence from Austin (1981) to show how the influence of critics and reviewers only
impact on the more "esoteric films" and therefore do not heavily affect box office

receipts in the main.

The use of avids has not yet been researched, but avids are used extensively in film
marketing. The main strategy is by placing features on new films in publications
read by such avids in addition to targeting them for preview screenings. Another
way in which avids have been used to increase publicity for a film prior to release
was .in the marketing of The Blair Witch Project. Here, the internet was used

extensively in spreading the word about this film and in building up suspense and
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creating word of mouth around the film. Although at the time this was heralded as a
new way to promote low/no budget films through the internet, it subsequently
emerged that this campaign was heavily financed by the film’s distribution company.
The targeting of early adopters in the film industry is similar to that used in other
industries. This is another example in support of the argument that marketing in the

film industry is similar to marketing within other industries.

3.4.7 Production Values

In the early film industry, production values, such as impressive sets and crowd
scenes involving large numbers of extras were identified by Jacobs (1968) as
influencing the level of audience appeal. In today’s terms, this would translate into
the appeal of elaborate special effects and the use of digital mastering in order to
impress the audience. However, De Vany and Walls (1999:308) stress that, “heavy
spending on special effects or “production value” is the most risky strategy for
making a movie a hit”. Litman (1983) also mentions “picture sense”, in other words,
cinematography, as an important creative element in a film’s marketability, although

this could also be considered as a production value.

3.4.8 Development

The above factors are all important considerations when packaging a film, but often
considerations pertaining to the marketing of a film occur too late. In the
development stage of a film’s life cycle, it is important to 1dentify the genre, target
audience and so on in order to select the correct creative talent and to make
appropriate budgeting decisions. The approach to film making in the US is still

based on the principle of market success, despite the rise of the independent
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production sector. In Hollywood, films which are not easily classified by target
audience and genre have little chance of surviving the development process. In
Europe, the perceniage of projects proceeding from development into production is
extremely high in comparison to the US, and this is despite expenditure on
development being much lower in Europe. “Hollywood spends around 7% of each

film’s overall budget on development compared to Europe’s more characteristic 1-

2%” (Finney, 1996:17).

This disparity 1s mainly attributed to the pay structures existing in Europe, with
production companies reluctant to invest money in projects that need further
development. In a panel discussion as part of the 1998 London Film Festival,
Andrea Calderwood, Head of Production at Pathé Entertainment, confirmed that
production companies are unwilling to become involved in the script development
stage preferring to wait and see the fully developed project before committing to it.
Therefore, the scriptwriter is likely to hurry along the process of development of a
script due to financial necessity. Due to the budgetary constraints which this
imposes, independent filmmakers in Europe rarely carry out cohesive audience
research at this stage. This failure in the European film industry has been recognised
and programmes like the European Commission’s MEDIA Programme as well as
national level programmes have been established to address this problem. This lack

of development finance was also noticed by Jake Eberts who went on to form

Goldcrest Films, which originally provided development finance on a commercial

basis (Eberts and Illot (1990).
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3.4.9 Distribution, Scheduling and Release

A wealth of debate surrounds the issue of whether the majors or the independents c;,n
secure the most successful distribution deal. While it cannot be denied that the
majors are ideally suited to distributing big budget, high profile films, independents
and specialist distributors are often more suited to the distribution of smaller films.
As they invariably have lower P&A’ budgets, they are required to execute a more
exact and focused distribution campaign than the majors and this is often more

successful for these films. Goldberg (1991) summed up this question as whether to
aim with a rifle or a shotgun. PACT (1994:55) found that, in relation to UK
productions, films which were independently distributed, recouped a significantly
higher proportion of their budgets than those distributed by the majors. The average
proportion of budgets recouped, from all media, by independent distributors in the
UK and US was 17.75% and 35% respectively. In contrast, the figures for studio-

distributed British films in the UK and US were 6.75% and 20.6% respectively.

The power of the majors to secure preferred play dates, length of run and maximum
levels of prints emerged in the PACT submission to the Mergers and Monopolies
Commission in 1994, This was especially true for films that were distributed by the
majors in the US; a phenomenon that can easily be explained. The majors control
the distribution of the overwhelming majority of films in the international market and
for this reason it is imperative that the exhibition sector co-operates with them in

order to secure a constant flow of product.

> P&A budget stands for Prints and Advertising budget, this includes the costs incurred for all
publicity materials and activitics as well as the cost of making the prints for release. The wider the
release strategy employed (in terms of the number of screens that the film is released on
simultaneously) the more prints that are needed, and therefore, the higher the P& A budget.

88



In fact August 1989 heralded a new era in film marketing in the US when Miramax

released sex, lies and videotape. According to Perren (2001:30),

sex, lies and videotape helped to set the standard for low-budget, niche-

based distribution in the 90s and to lay the groundwork for a bifurcation
within the entertainment industry.

This led to each of the major Hollywood studios purchasing a specialist distribution

company to handle quirky small films.

In addition to the above characteristics, latterly the research focus has shifted to look

at the release strategy as well as the characteristics of the film itself. De Vany and

Walls (1996, 1997, 1999); Jedidi, Krider and Weinberg (1998); Jones and Ritz
(1991); Litman and Ahn (1998); Neelamegham and Chintagunta (1999) and
Zufryden (1996) all look at the impact that the number of screens on which a film
opens, runs and closes on has upon success. In general, the greater the number of
screens a film is released on, the more likely the film is to achieve financial success.
But, this explanation is overly simplistic. The number of screens that a film opens on
as well the length of the run that a film achieves is dependent on the budget which
the distributors have for prints and advertising (P&A). The cost of each print is in
excess of £1000 and one print is needed for each screen showing the film. In this
way smaller films with lower P&A budgets will be restricted in terms of the number
of screens the film can be shown on at any one time. In addition, according to
Kerrigan and Culkin (1999), the major film studios, due to the integrated supply
chain at their disposal, can negotiate longer guaranteed runs in cinemas than

independent distributors.
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3.4.10 Ratings

Litman also emphasised the impact that a film's rating can have upon the success of a
film. Austin (1981), in agreement with Litman, draws upon Brehm’s concept of
psychological reactance “which focuses on the specific motivational and behavioural

response of iIndividuals for whom a given freedom has been threatened or
eliminated” (Austin, 1981:384). When a film is rated R or X in the US (18 or X in
Europe) the film has the aura of something forbidden. The publicity gained by such

films as The Last Temptation of Christ, Crash and Natural Born Killers when the

censors wanted to outlaw them, was invaluable. This controversy created “must see”
the feeling that one is missing out on an important cultural reference by not seeing a

particular film-which is something that every film marketer strives for.

Brehm’s (1966:9) theory predicts that the individual “will be motivated to attempt to
regain the lost or threatened freedoms by whatever methods are available and
appropriate”- the more a freedom is threatened, the more it is sought. Therefore,
when applied to the ratings systems of films, the more forbidden it is to see a film,
the greater “want-to-see” (the industry term for very strong word of mouth, which

creates great anticipation for a particular film) is created.

To support this belief empirically, Austin draws upon Herman and Leyens (1977)
work (Austin, 1981a). In a study of films transmitted by Belgian based French
language TV station, RTB, they concluded that, “qualifications make the movies
more desirable for the television viewers ...movies with advisories are watched more

than the movies without them” (quoted in Austin, 1981a: 390).
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3.5 Theoretical Framework

The majority of the research discussed in this chapter has been undertaken by
economists such as De Vany, Litman, Jowett and Ravid. Therefore, their primary
interest is in the economic performance of films rather than in explanations of the
environment in which such performance takes place. The “how to” guides such as
those of Durie (1993), Durie et al. (2000), Illot (1996) and Lukk (1997), while
providing useful practical tips for film producers and marketers, do not tackle the
film marketing environment in any detail. Social psychologists such as Austin, are
predominantly concerned with issues of choice and decision making (presuming an
element of freedom in this choice). Finally, those approaching film marketing from a
marketing background (as in those emanating from a marketing department) such as

Eliashberg and Elberese, have also adopted an economic methodology for the
analysis of film marketing, looking at the result of such marketing rather than the

environment in which marketing decisions are taken.

While the literature discussed above is valuable in understanding film marketing, due

to its narrow focus it does not provide insight into the constraints placed upon film
marketers by the environment in which they operate. Therefore, this thests addresses

‘the gap in the literature that exists and in doing so, progresses film marketing

scholarship by adopting an holistic marketing perspective.

As can be seen above, there has been an evolution in terms of looking at or using
film as a means of social commentary to looking at ways of manipulating tastes in
order to sustain and develop the market for film. As this thesis focuses on the

marketing of films and the specific impact which supply chain structure has upon the
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process of marketing, it is fitting to present this in line with a theoretical framework
which encompasses the various strands of this work. As outlined in the following
chapter, my methodological approach aims at building upon existing theory as well
as creating new ways of understanding the nature of feature film marketing. In this
way, the theoretical approach was initially formulated from the literature outlined
above and was developed and refined during. the process of data collection and

analysis. This is in line with Layder’s research map (1993:8) as outlined in Chapter

Four.

What has been absent from previous research and has major preoccupation with this
research, is contextualising the decision-making process underpinning marketing
choices in the film industry. By setting this research within the wider historical film
marketing environment, this study draws upon Bourdieu’s (1977; 1998) approach to
social enquiry, which urges researchers to acknowledge the historical development of
“the field” and, in doing so, to deepen the understanding of the current sphere of

activity, the “habitus”. Chapter Two traced the historical development of the film
industry and illustrated the nature of power which exists in today’s film industry.
Historically, the film industry has been dominated by the US. The global film
industry is controlled by a very small number of vertically (and horizontally)
integrated audiovisual organisations competing in a very tightly controlled market. It
is within the context of this historical industrial (macro level) analysis that any

examination of the film marketing process must be set in order to develop existing

film marketing scholarship.
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Bourdieu also urges researchers to examine meso level activities (i.e. those at the

level of the organisation and interaction between organisations). In order to tackle
inquiry at this level, primary data collection was undertaken. The nature of this data
1s discussed in the following chapter, but the aim of the primary research was to gain
an understanding of the practice of film marketing and how the supply chain
structure impacts upon this practice. In analysing these concepts, Bourdieu’s (1977)
theory of “habitus™, the social environment within which interaction takes place;
provided insights into the process of decision making and marketing strategy which
was apparent in the case study company chosen as well as in the life writings

analysed.

In trying to make sense of the environment in which marketing activities took place
in my case study organisation, as well as my analysis of the life writings discussed 1n
Chapter Two, the idea of the habitus as both existing due to the beliefs and working
practices of the company employees and unconsciously shaping these beliefs,
provided an understanding of the dynamics observed. Individuals are drawn to the
working environment due to their sympathy with the habitus and this sympathy
results in a reinforcement of this habitus, hence becoming “the product of history,
[which] produces individual and collective practices, and hence history, In
accordance with the schemes [is] engendered by history” (Bourdieu, 1977:82).
Bourdieu’s framework complements my use of relationship marketing and supply
chain management literature as discussed in section 3.1. Figure 3.2 below illustrates
the theoretical framework, which underpins this thesis. In keeping with Bourdieu’s
approach, the research is historically grounded and film marketing practice 1s

analysed at industrial (macro), organisational (meso) and individual (micro) levels.
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Historical context
(Macro level)

Trust/ Meso level Supply
Relationships Micro level chain
Meso/Micro levels Meso/Micro levels

Habitus

Industrial policy
(Macro level)

Figure 3.2 Theoretical framework

Bourdieu (1977:87) also discusses how our modus operandi are formed through
imitating the actions of others, rather than by learning them through a formal
educational practice. Employees in the film industry, particularly those involved
specifically in the marketing function, often do not have formal business or
marketing qualifications. Industry experience has much greater value than such
hqualiﬁcations and, in this way, language and working practices within film industry
organisations are formulated through the working practice of the organisation. This
emerged from my field research, where participants seemed to possess a sense of
pride that they did not have formal business qualifications, coming instead from

mainly creative educational backgrounds.
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Doxa, as presented by Bourdieu (1977: 164) denote the notion of reality that is
within the accepted behaviours and limits of understanding as intrinsically accepted
and unquestioned by that society. The doxic approach accepts the natural world

order as an objective truth which is unquestioned and, in this way, reproduced and

legitimised

not as arbitrary... but as a self-evident and natural order which goes
without saying and therefore goes unquestioned, the agents’ aspirations

have the same limits as the objective conditions of which they are the
product (Bourdieu, 1977:166).

There 1s no room for debate within the doxa, debate can only occur outside of this
realm, as doxa is defined as “...that which is beyond question and which each agent
tacitly accords by the mere fact of acting in accord with social convention...”
(Bourdieu,1977:169). Habitus is presented in figure 3.3 below. In an environment
where doxa exist and there are subsequent high levels of shared, unconscious
meaning, trust is likely to exist and thrive. My early research illustrated how the

existence of trust and a shared creative vision were highly valued in the independent

film sector.
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Universe of the undiscussed

(undisputed)

Opinion

doxa

Universe of discourse

(or argument)

Figure 3.3 Bourdieu’s map of habitus. Source: Bourdieu, 1977: 168

Discourse takes place when

the social world loses its character as a natural phenomenon ...the question
of the natural or conventional character (phusei or nomo) of social facts

can be raised (Bourdieu, 1977: 169).

Once a state of discourse is entered into, some realisation of the nature of the doxa is
arrived at and defended. This is a more conscious level, where positions are adopted

and defended rather than adopted subconsciously, resulting in the orthodox, which,

as shown in figure 3.3 above, by objectifying the doxy, legitimises it, or

aims, without ever entirely succeeding, at restoring the primal state of
innocence of doxa, exists only in the objective relationship which opposes

it to heterodoxy (Bourdieu, 1977:169).

Hetrodoxy offers the choice of competing possibilities due to the exclusion of the
orthodox view. The greater the level of doxa within a habitus, the less room for

debate. Bourdieu’s theory of habitus fits in well with relational interpretations of
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marketing. The process of internal marketing, or the adoption of a marketing
orientation, is facilitated by an environment in which the realm of doxa is greater

than the realm of discourse.

Bourdieu’s (1977) “Outline of a Theory of Practice” provides a useful framework for
analysis of the terrain which I have explored in this thesis. Both at company and at
industry level, the realms of doxa, orthodox and heterodox exist and in this way the
habitus can be explored and explained. The literature expiored in the previous two
chapters has indicated the need to address industry and company structure in the
European film industry within the framework of the supply chain literature. The
existence of an integrated structure in Hollywood has been identified as a significant,
contributor to the success of Hollywood film studios in controlling the film market.
This necessitated the inclusion of an analysis of the film industry supply chain in the
thesis. When analysing the impact of the structures in existence, Bourdieu’s notion
of habitus provided illumination and insight into understanding those structures

which provide a successful marketing environment.

When the macro and meso levels of analysis were undertaken, it was possible to
evaluate the impact the VertiCo habitus had upon the operationalisation of the
marketing campaign and film marketing mix. The film marketing mix proposed in
this thesis emerged from existing film marketing literature as outlined in this chapter.
The impact of public policy initiatives upon the marketing of films was evaluated
and in the context of the life writings and fieldwork including the micro level case

study analysts, policy suggestions were formulated.
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3.6 Summary

Chapter Two indicated the structural environment from which the current film
industry arose. In doing so, my research has contributed to the development of film
marketing scholarship by recognising the impact which the historical development of
the industry has upon film marketing practices in the current environment.
Following on from this, Chapter Three has considered the film marketing literature in
order to formulate an initial theoretical framework. Generic marketing literature was
discussed in order to locate this work in the academic field of marketing. This was
followed by a discussion of literature showing the development of the marketing
function in the film industry since the origins of the industry, and then by discussion

and analysis of literature relating to film marketing.

In analysing existing film marketing literature it was noted that economic studies

predominate. The majority of such studies focus on specific elements of market
performance such as the role of critics, release strategy, the role of the star in
predicting performance and so on. In this way, they ignore the industrial
environment which impacts upon the ability of film marketers to pursue certain
strategies. In order to contribute to the discussion of film marketing (and to some
extent to reclaim this ground from the field of economics), a holistic view of the

marketing process has been adopted and incorporated into the theoretical framework.

The chapter acknowledges that, to date, context has been missing from the study of
film marketing. In order to rectify this, the structural and policy environment (macro
environment) within which film marketing takes place will be examined in Chapter

Five and company specific factors emanating from the relationship marketing, supply
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chain management and trust literatures will be examined in Chapters Six and Seven
(meso level), leading to the proposal and analysis of the film marketing mix in

Chapter Eight (micro level). The company level analysis takes place using

Bourdieu’s theory of habitus as a theoretical lens.

This framework merges views of marketing emanating from the relationship
marketing school, which emphasises relationships, trust and commitment with the
marketing mix approach. This necessitates an acknowledgement of the role of
supply chain management and the role of trust in the marketing of films, and the

need to propose a film marketing mix which can be used in order to analyse the film

marketing process.
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