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true. For every example where the talker screening works and is helpful and is very 
successful, you can find another example where the distributor is going to be less keen
to talk about it. But by and large you do talker screenings on the films where you know
it will work. But if anything is true in this industry, it’s that we get it wrong a lot of the
time, because you simply can’t judge. If we knew in advance what the reaction to a film
would be, we’d all make a lot more money. We can take market research out of it. 
Do you do market research in advance to tell when to do a talker screening? Not per se,
but we will test the film and know what the reactions to the film are, and we will know
whether or not it’s a good film to do talker screenings on. Will the talker screenings then
have the effect that you want in that market at that time? You hope so, but it’s not 
guaranteed. 

E U R O P E A N  C I N E M A  E X H I B I T I O N ,  E B E LT O F T  2 0 0 2

C: In Spain we’ve had the discount day, called Spectator Day, for some years and it’s 
working quite well. I think it has created growth in the market. We have a problem now
because some exhibitors have changed the discount day to a different day of the week. 

A: For me that’s the fundamental problem. When a circuit takes a market share driven 
decision, it is often, though not always, in conflict with something intended to drive the
whole market. So if somebody wants an industry on-line purchasing system for the
whole country and an exhibitor says: ”No, I see that as my competitive advantage. I’m
gonna do it differently,”  not only do they do it differently, but it means you can’t have
the industry thing. It is a very difficult area because an individual commercial company,
an individual circuit, or an individual exhibitor, their primary responsibility is to 
maximize their profits, and nearly always they’ll choose to do that even if it’s at the 
cost or sometimes especially at the cost of the rest of the industry.
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certain amounts of strategic information that you need in order to put forward a better offer
to these specific customers. Promotions can be done through direct mail and today also through
SMS – and distributors are certainly using this a lot in putting forward film promotions, 
building up communities around a film before it’s released.

In the US the main exhibitors realized that setting up a good website with lots of content is
expensive and formed these joint venture companies of which there’s two or three in the States
now, getting on-line sales, in some cases up to 10 – 15 per cent for the big blockbusters. 
In the UK I think Warner Bros. was selling between 15 and 20 per cent through the website for
the first few weeks of Harry Potter. One would expect that, but it does mean that those tickets
sold, the customers will then more likely buy another ticket when they come back. WAP -  
a reduced version of the internet on your mobile phones - is used successfully by Nordisk in
Copenhagen for reservations, but they found that most of the people using it were actually
waiting in line and just wanted to be sure that they had a ticket when they got to the ticket
office. So it wasn’t a purchasing system, it was a reservation system. 

Ticketing Solutions is using what is called the ERM cycle. It is all the different steps that occur
through a customer relationship management and how you can use this effectively to grow
your business in a cyclic manner. Initially you target – know who you’re after, what specific 
target group you’re pushing promotion to or want more information on. Next you acquire
these customers, usually by a registration process on a website or simply on paper. Next step is
to push them to transact, to buy something of you. It allows you to collect data and get it
stored in your database. Once the transaction is done you’ve got opportunity to find out what
is the extra bit of service that they would like. This can be done through a questionnaire after
the purchase. Next you try to retain these people by offering them a membership, a card, a
way of identity – some sort of distinct advantage they’ll have by coming back and transact
again on your site. It is not just growing  your number of customers: ”Tell a friend about this
website and you’ll get a special deal or some extra points” – but also the volume of business
that they’re doing with you. Then you can up the transaction amount by including a VIP ticket
or some extra service that you have managed to identify as you made your way around the
cycle. 

Loyalty and membership schemes. A good loyalty system should be able to identify the 
customer person whether he’s doing an on-line purchase, turning up at the box office, or 
calling up by phone – ensuring that whatever transaction the customer is doing with you, by
whatever means, you can track it down and store that information somewhere. Different types
of memberships are being used by cinemas. ”Stored value” cards... you buy a card which
gives you access to five reduced tickets within the space of say six months. It is a big cash 
earner for cinemas because a lot of these tickets – some studys show 15 – 20 % - never get
used, so this tends to pay for all the cost with issuing the cards. A frequency or points based
system is essentially about accumulating points, depending on how much you’re spending or
how many times you come to the cinema. The three variables you look at are frequency,
spend, and time between visits. Those are the three factors that you want to boost up by
incentives or special offers. 

UGC in France launched an unlimited use card. Essentially it costs you a certain amount of
money per month and on a minimum contract of a year. It gets paid every month out of your
bank account through direct debit. You pay I think 15 euro a month, and you can go as often
as you like to the cinema. The ticket that’s issued has got a face value, so the distributors get
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Technology can assist you in getting a better relationship with your customer. The tools that
are available today have been used some years now by other sectors of ticketing. I myself 
have been working with cinema ticketing companies, but also companies that ticket events,
theatres, operas – and those other sectors use a lot of these techniques. 

Theatres have an extreme interest in knowing a lot about their customers. The purchasing 
pattern and the ticket price is very different from cinema, because in most cases theatres will
sell half of their tickets for the whole season to members or card holders or season pass 
holders. So a significant part of their business is on a repeat sale. A theatre transaction is much
longer than one at the box office of a cinema, so there is more time to actually capture 
information and enter this information into a database. This goes also for telephone sales.
They also use traditional direct mail quite extensively, in terms of sending their patrons nice,
glossy, expensive brochures. This is obviously quite difficult to establish for cinemas because 
of the cost effectiveness of it.

Internet allows you to do similar things at a fraction of the cost, through e-mail. A web based
electronic customer relationship management strategy involves registering your users and 
sending them weekly e-mails on the programme. Loyalty and membership schemes can be
implemented, again to foster the customers coming back to your cinema and website, not only
to buy tickets but more importantly get information on what’s available. There’s a tendency
towards electronic type tickets. I’ll revert to this.

All  these strategies will produce information on the customers, and by pulling some requests
you can get very detailed information on certain customer groups – in order to offer them 
better services or special promotion. Customer relation management starts off on registering 
a visitor. It allows the visitor a much more enjoyable and vast experience next time at the 
website. It also avoids duplicating customers in the database that you’re building. Once they’re
registered  you can get direct mail out to every registered user or to a specific user group
quickly and very cheaply. These can be complemented with questionnaires which will collect
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There were talks of taking it out because of the damage it has done to independent 
exhibition, and there is now actual legislation that forces a cinema chain with more than a 
certain influence in an area to give the independents a possibility of accepting the card, so 
that the independents can benefit from these card holders as well. So a whole lot of protection 
is being put into place to ensure fair practices.

But another great way of using cards is to actually further segment your customer base.
Warner Bros. have done this very well in the UK with the Cinemaniacs card, the VIP card, the
Bollywood card. I’ll get back to those. It’s  a great way of further segmenting specific sectors 
of your clients. Finally there’s the cards or schemes which can be used with other partners. This
can be simply, as mentioned earlier, a local restaurant which will offer a discount – or it can be
more sophisticated, maybe you can accrue air miles by buying tickets in a specific cinema.

On-line information and sales... the first purpose of a website should be increasing the service
level, making it easy for the customer to know what film is on, when, and to book a ticket. 
In some cases there are higher service levels, like it’s done by the El Capitan cinema in Los
Angeles which offers a VIP ticket which includes a glass of champagne and priority access to
the auditorium with specific seating. But the information on your website is also easy to export
to local newspapers and other media to provide up-to-date information.

Finally, a few interactive digital tv channels are available today – Odeon in the UK are doing
that now, I think. Look at the different channels that are available and see which ones are most
used by the segment you’re trying to target. If you’re trying to target a young segment, you’ll
stand a higher chance if you do something that’s based around SMS.  Your core audience
when it’s under 18 will not have a credit card. So how can you empower this core audience to
do spending on-line? Certain loyalty systems or certain cards will allow them to do that. It’s
also a great gift idea for the parents. 

Messages on the back of your tickets is not high tech stuff, but now with SMS it affords the
opportunity of putting information on the back of your tickets which can be used maybe in an
SMS gain promotion where there’s a number and you have to send an SMS putting that number
in and have the chance of winning some great prize or just simply telling your customers what
films are coming out and on what dates. I’ve seen scratch card tickets as well. 

You’ve accumulated this vast amount of data, and  you need to have a system which allows
you to do extensive reporting and take out conclusions from it. ”How many people have come
into my cinema for the last six months more than three times, but are not members?” By
doing a request that way you’ll know exactly how many people you can target for your special
”Four tickets for the price of three” – campaign. Send an e-mail explaining that if they had
bought one of these cards they would have gained a free ticket. So that really comes down to
data mining and being able to use the information to generate additional selling opportunities
and additional promotion opportunities. In France the distributors and the Cinema Centre have
set up a reporting system called Cinedy which allows the obligatory distributor reports to be
filed electronically thus giving the distributor instant access to sales figures. 

Virtual tickets or e-tickets. On a lot of the websites you now have the possibility of buying
and actually printing your ticket at home on your own printer. You have two barcodes 
down the side which are unique numbers. It is presented to the usher who has a simple 
scanner which checks it. ATM machines is another, rather expensive solution. Smart Cardy or 
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paid what they would get on a reduced admission ticket. It means that if a consumer buys
more than 5 tickets in the same month, the exhibitor starts to lose money. It has not been 
published how many of these cards have actually been sold, but I would expect it to be in the
tens of thousands. Quite a commitment, as there is no backing out for a year, and at a point
the minister of culture issued a statement that that kind of commitment was not really fair. The
marketing department of UGC played on top of that, claiming they had to stop it – and when
they reopened the sales, people queued up to register. But Pathé and Gaument probably only
joined up because the balance was changed and they felt scared.

A study was made over 1,790 card holders in 10 sites, operated by 4 different exhibitors.
Some sites were in Paris, some in the provinces, some in the suburbs, and the study was done
in two weeks of May. Although it seems like a great offer the penetration of the card is still 
pretty low. Over half the card admissions were done in Paris alone, and if you include the Paris 
suburbs 80 % of the admissions were done in that area, so essentially it’s a Paris based card. 
One interesting thing is that the card has sort of cancelled the seasonality. Card holders come
more frequently, but not necessarily at the same times. The other really positive point is that
the tickets sold to them are proportionately higher for European, non-French films and for films
that don’t get a lot of exposure. 90 % of the card holders consider that since they’ve become
card holders they actually have widened their horizon of films. They’ve gone to see films they
wouldn’t even have thought about viewing if it hadn’t been for the card. But the gross 
margin of the tickets sold by card is significantly lower, so the card has actually lowered the
profitability of the cinemas which offer the cards. But so does to some extent advertising or
any promotion. 

Who uses this card? 20-34 year old working males with a secondary education degree, so the
statistics say. Almost half of these are single men, and over 93% pay for their own cards –
probably due to the fact that you do not want to offer it to someone as a present, because
you’ll be paying it for the next year. The average age is lower outside of Paris and in the 
suburbs. Seniors are actually the most frequent users of the cards. Again predominantly male.
The very keen users which are those who go more than once a week increases with age, so
the older the card holder is the more keen he is to go to the cinema. They usually go during
midweek. They’ve got extra time. They are usually very satisified with the card and are mostly
going to renew it next time around. 91 % of the card holders are rated as ”keen” which
means they go at least once per week. If you think of what I was saying earlier, that the cine-
ma starts losing money if someone goes 5 times a month – which is more than that – but 91.7
% are ”keen” and go at least once per week which is four times a month, so if you look at
those figures there, the exhibitor isn’t losing money. Importantly, before subscribing to the
card, 57% of the card holders were only ”regulars”, i.e. they went more than once a month.
And more than 25% were ”occasional”, i.e. less than once per month. So it has brought up
their awareness. The more recent card holders use it much more than those who’ve had it for a
few months, so the novelty factor wears out. When you get the card, you’re probably in the
cinema every other day. 25% of the card holders will go to other sites that don’t accept the
card, maybe for arthouse type movies. About 75% of card holders, however, attend the 
cinema that issued the card, and 46% of these are completely loyal to a single cinema, up to
80% in the provinces. This is really loyalty at its best, in terms of what it was trying to achieve.
Finally, one card holder out of two has actually stopped going to other cinemas he used to go
to before getting the card. Close to 84% of the card holders have expressed an interest in
renewal, so the real message from it is that the card is here to stay. 
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The main challenges are essentially again communicating the information to your box office
and doing this quickly and through a very safe infrastructure. To be sure that every service you
introduce is complely interrelated with the other, so if you’re doing a membership system and
an on-line system, you want to be 100 % certain that you can use your card on-line, and 
likewise you can ask by e-mail at the on-line site if you have a question regarding your card
and get an answer back. You need to be sure you cater for customer support problems. 
If you’re operating a card system, you probably need to introduce some reconciliation between
sites. Nordisk in Copenhagen spent quite a lot of time developing a system. They operate
across town, so you can go into a Nordisk cinema and buy a ticket for another Nordisk cinema.
It works extremely well, but it does mean that one cinema owes the other cinema some
money. Finally, there are issues with data protection. When you collect data from someone you
have to always ensure their permission to use this data in promotions. Recently this question
has been split down to two questions: ”Are you happy to receive promotion from us, yes or
no?” And ”Are you happy to receive promotion from our partners, yes or no?” People might
be happy about receiving information from your cinema, but not so from one of your partners.
But it is a legal requirement, and you need to be careful with that. 

Additional revenues again from booking fees or other services that you might introduce like
memberships and loyalty schemes. It’s important to look at your cost savings achieved by 
doing this. Does it mean that you can take somebody out of your box office. I really don’t think
that’s the case. Internet sales would have to go completely sky rocket high before you could
actually make the savings necessary, but if somebody from your staff has to feed a form into
the computer, the fact that your customers will be able to do that on-line does take that out 
of the costs.

Moviephone started off as an automated telephone system in 1989 giving show times for
any cinema in the US. In 1995 they went on to the web and were in 1999 purchased by AOL
Time Warner who made it a dynamic way of not only buying your cinema ticket, they ticket
9000 screens in the US, but also find out any film information for practically any cinema in the
US. You can win competitions, find Scooby, they interview people as they come out of the 
cinema and put the interviews on-line. They have ratings. One of the better websites in terms
of performance. In this case, if you click on Find Scooby, there’s a competition – a special game
offering the possibility of winning a trip to Australia. And obviously people are thus bombarded
with messages about Scooby-Doo until the film comes out. When they were bought by AOL a
lot of the exhibitors in the States decided to start their own companies. 

Movietickets was one of them. Although not as good or rich as what AOL has to offer, it is
still a very good site, and most of all it’s controlled by the exhibitors themselves. Interestingly,
although they started out with the intent to sell movie tickets for these specific cinemas,
they’ve now actually exchanged inventory with the AOL site. So at Movietickets.com you’ll be
able to get all the AOL sites – and vice versa. So they’ve taken a step back and are doing
what’s important from a consumer point of view – that they can go anywhere and get a ticket.
One strategic difference is Moviewatchers, a point based system by AMC, the main shareholder
of Movietickets. When you buy a ticket you earn points on your Moviewatcher card, but also
you save – because you’re a Moviewatcher member – the 50 cent booking fee which is normal
at Movietickets.com. Incidentally AOL charges a $1 booking fee, but then you don’t get any
pop-up ads. If you book a ticket for an AMC cinema through the AOL site you’ll not be able 
to make use of your Moviewatcher card, so that’s another incentive to go through the
Movietickets.com rather than the Moviephone. The way Moviewatchers work is very simple. 
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E-Vouchers is again probably specific to France. As every credit card in France is smart card
based, extra services could go into these chips. For example, if you’re buying at a shop that 
has a special offer to give you a free ticket if you spend more than 200 euro with them, the
process is automated. Your card recognizes the fact that you’ve activated that loyalty scheme
and automatically inserts an electronic voucher in your smart card, so next time you use the
card in a cinema it will display a message to give you a free ticket. Mobile ticketing is sending
to your mobile phone an encrypted message. You buy a ticket and get an SMS with a specific,
unique number and present the phone as your ticket to equipment in the cinema. This 
equipment will authenticate that you have paid and let you through, but it will not let 
anyone through without such a unique number. 

So ticket solution is a big issue, and so is payment - the whole aspect of credit cards, 
clearance, authorisation, and security. Again credit cards are not available by everyone, and 
in certain countries credit card penetration is very low. The obvious alternative that springs 
to mind is telephones, i.e. the chance to add the purchase to your phone bill. A lot of the new 
telephones will support what we call location services. It’s essentially knowing, if activated,
where the telephone is at any time. So, on a slow night when you have 200 seats left in your
big auditorium, you can send an SMS message to this targeted group within a 1 kilometer
radius of your cinema, telling them to come now and get a special price and a free popcorn. 

With the possibilities available today, what do you need to consider when embarking on 
your project? The important thing is to know why you want to do this. Is it because you’re
rebranding your cinema and will be targeting a new group of people? Do you want to sort of
start something fresh? Is it because your competitors are doing it and you feel compelled to 
do likewise? Once you’ve identified the why, you can build up some objectives and see what
your requirements are. You’ve got a whole range of issues there from the technical side of
things to operational requirements. The staff in the cinema have to be 100 % behind every 
initiative. They have to understand exactly what you’re trying to achieve and be able to support
it because at the end of the day they’re the ones facing problems. And whatever the problem
may be, they have to explain the problem to the customer and solve the issue right there and
then, they are the ones in the line of fire. A lot of projects that failed did so, when it was 
closely looked at what happened, in most cases because of a cinema manager that, from the
start, did not want the system in and was quite happy saying: ”It’s not going to work anyway.”
That sort of attitude, and that’s very important to take into consideration and remember 
when implementing anything that has to do with what impacts their day-to-day jobs. There’s
financial requirements, and you need to measure how well you’re doing and make decisions
whether to continue, postpone, or to give up. Again, the motivators behind this is to give your
customers a better service, to be sure that they come back to your cinemas and are loyal to
what you’ve got to offer.

There has to be a transparency with your distributor, because although the extra revenue 
that you’re generating from an on-line sales is typically a booking fee distributors may in some
territories want a claim on that part of the revenue. You have to make sure from the beginning
that in the end you’ll end up with ownership of this, you don’t want to find yourself with 
some agreements a few years down the line where you’ve given an exclusivity to a website 
or whatever for your tickets, so you really need to keep that control. And have a control on
costs, you don’t want in a few years’ time for whoever is supplying you this service to turn
around and say: ”Well, it’s going to cost you a bit more this time.” 
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ON AUDIENCE DEMOGRAPHICS,
ADVERTISING AND MARKETING
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I’m the principal at the Danish Advertising School, a private school educating people in the
advertising industry, the communication industry, media planning, creative matters, strategic
matters, and so on. But before that I worked five years as the managing director at the Danish
Cinema Advertising. And my heart is still with cinema as the great emotional experience.

But to the first point, the audience profile. Cinema goers are young, there’s no surprising
knowledge in this. Two thirds of the cinema goers are between 13 and 34 years old. Ten years
ago they were between 13 and 24. Now, we put on ten further years, and we still say they 
are young. And the point is that the audience in the cinema is growing older – and older 
people are increasingly becoming young. In their way of life, in their way of looking at films, 
at themselves, and their surroundings. A look at the population demographics in 1989 and
again in 2000 shows dramatical changes. The traditional age group, the traditional target
group of the cinema has declined by 22%. And the age group 50 to 64 years old has
increased by 25%. And that’s one of the reasons that the cinema goers are older now. 
Films are being made for them, not surprising, as that’s the growing market. 

1989-1995-2001 the number of people in the age group 13 to 19 years old declined from
31% to 18%. Although these are Danish figures, I think it will cover the trend in most
European countries. The number of people in the age group 50-61 is increasing from 
5 to 8 to 13 % of the total population, and the very old people from 62 and above has also
increased. So the traditional target group has declined. In the age group 50-61 one out of five
has been to the cinema within the last four weeks. And it’s also the case with the oldest age
group. From 4% - very low frequent – back in 1989, but now one out of ten in the age group
62 years old has been to the cinema within the last four weeks. A prediction of the age 
population in Denmark the next ten years shows a little increase in the traditional target group,
a little increase in the 50 to 64 years old, and a dramatic increase in the population 65 years
and older. So the traditional youngsters are still the most frequent visitors at the cinema. With
their needs, their preferences, and their way of looking at cinema. But together with them an
increasing part is the older young ones who have the time – their children have left home, they
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It’s basically a points wheel, and everytime you buy a ticket you get two points credit to your
card. You can buy two tickets at a time. Every time you buy tickets, be it on-line, at the box
office, or at an ATM machine, you always have the chance of swiping your card before doing
the purchase. That way the box office system has already integrated the fact that you’re a
Moviewatcher person, and you’ve got so much credit. At 10 points, the system immediately
recognizes this and prints an extra ticket, in this case a voucher for popcorn. At 20 points you
get a free soft drink. You continue, and next offers are really left to the season – it could be a
toy, a merchandise, or whatever. This goes around, until you get 90 points, and then you start
accumulating to get your big prize – free ticket, popcorn, and soft drink. And it goes back
down to zero, and you basically start all over. Very simple to understand and to communicate
to the customers which is important. The Moviewatcher card has several hundred thousand
registered users. They now have developed a website specifically for the Moviewatchers where
you can go in and check how many points you have or buy tickets directly, as it links on to the
Movietickets website. 

The Roxy cinema in the UK is using a very flexible on-line ticket solution. They have a film
selection page, and once you select a film, you get a picture, a description, and a choice of
performance times. When you get to the price page, you see that you’ve got a price and a
member price – which will encourage people to become members. By clicking  you can join
”The Friends of the Roxy”. They’ve also remembered the data protection questions that are
asked. The customer registers at the bottom, and the registration is immediately confirmed, as
his name appears. Already the £2 member price is applying. And by buying that ticket, he’s
registered as having made a purchase. His user name is in there, his e-mail is in there, and he’s
in the database. The Roxy now has the possibility to send an on-line questionnaire. This type is
extremely easy for a user to fill out because you can make certain questions obligatory and
others optional, you can use tick boxes which means multiple selections, or radio buttons
which means either one or the other, you have the possibility of entering free text, so the 
customer can write comments – and there’s also the possibility of a drop-down list to choose
from. If it takes time for the customer there’s the possibility of rewarding them, showing that
you value the data you’re getting from them. 

Warner Village in the UK have a good site, and more importantly they’re in complete control
of their site, because they have their own IT department. If you go to the site you’ll find an
offer to come and see a sneak preview of About a Boy if you register, as an immediate reward
for doing so. There’s a central screen which changes with every time you enter the site. They
put a new feature there, and it’s actually animated and does move. You have contests on either
side. Possibly you’ll go straight to Cinema Search and buy tickets. Interestingly they’ve got 
segmentation, four different types of customers which they cater for from the main website.
Those are the Cinemaniacs which is the kids’ club, the Bollywood website, Business Center is
to organize conference and stuff like that, and the Gold Class VIP service which is in certain
cinemas leather seats, champagne bar, and stuff like that. But if you click on Cinemaniacs
you’re taken to a separate website for kids, where you’ll find every film for kids, and they’ve
got their own membership card, they can register, they get e-mail, they get toys sent to them
every once in a while, they can win stuff... clearly aimed at kids and quite an interesting way of
doing it. 
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single individual with my needs, my perceptions, my attitudes, my view of the world.” At the
end of the day there are segments. But you have to be much closer to the segments today
than ten years ago. They move from one life-style to another in a day, a week, a month – but
they still have some... behaviour that you can predict. Segmentation still exists! They have their
routines, eat very predictably. Transportation routines are very predictable, book reading is
rather predictable, holiday routines are still... a little preditcable. If we look into your refrigerator
today, and we do it in one month, I will predict that 80% of what’s in it are the same brands, 
the same products, in the same amount. So, segmentation is still an important tool and a 
necessary tool, although there are individuals. But look at all the young people who claim they
are individualists, my own industry, the advertising industry. If I take a look at them today and
again Friday next week, I’ll predict that 70% of them wear the same colours in their dress.
Advertising people! Who live by creativity and breaking the rules and finding the creative 
solutions. They are predictable. But if you ask each of them, they are very individual persons.

As for sex, the trend is the older the age group of cinema goers, the higher proportion of
women. One thing I think is very important for the older young female cinema goers is the
word of mouth. They may have read the papers, or the reviews, but many of them come as a
result of friends, colleagues, neighbours, or others of their social network talking about the
film. Magazines or tv advertising may have an influence, but radio is at the moment not of
great importance in Denmark. It is a general trend in society that women are becoming more
and more influential on the decisions, so if it’s a couple visiting the cinema, she’s likely to have
chosen what to see. 

Considering this post-modern consumer from a communication point of view, they are not
passive recipients. They are as individuals active interpreters of everything they perceive – be 
it films, products, brands, or whatever. They are an active part of the communication process.
They need to. They need to simplify because of information overload, because of the stress
society. An average consumer in a western society has the possibility of receiving between two
and three thousand commercial stimuli during a day. From traffic, posters, tv advertising, trade
magazines, in the stores, magazines, weeklies, dailies. So there’s the possibility to receive, but
they don’t receive them. They don’t have the capacity! They don’t have the need. So they filter
out a lot. And they interprete, throw away, or store into memory – as individuals. So to sum-
marize those trends, young people today are so accustomed with visual stimuli that they can
process communication very quickly. When I grew up we had one tv station. Today an average
Danish household can receive 16 tv stations, and there is short supply of three things: 

Time, trust, and attention.
Time. We sleep on average 7 hours a day. We still need time to bathe, eat and do daily 
chores. We have to work or attend school 7 hours a day. But still, there is only 24 hours a 
day. So what’s left? Not that many hours for media consumption, for leisure activities. 
Trust... short supply of trust. In the old modern society we believed in politicians, in the police,
in authorities. Today we are somewhat sceptical towards anyone who tries to persuade us,
because there are so many of them, to get our attention, or our trust, or our money. So there
is a fundamental distrust. We ask what’s in it for us, what the values are. Because we need to
select for ourselves. Attention or concentration: I would think that there is a lot of mobile
phone activity in the coffee and lunch breaks at this school. At my school the young students
have a 100% mobile telephone coverage, everybody has a mobile phone, and they use it..
When a class ends, everyone is on the mobile. No time for concentration, for adaption, for
interpretation, for understanding, for discussion on what has been on, the topic of the school
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have got money, they have got time. They want experiences, so they go more frequently to 
the cinema than earlier. And there are a lot of them. A growing market. Those are the hard
demographics. 

But these are The Unmanageable Consumers. They are critical, well informed, well educated,
conscious of how they spend their time, and quality orientated, and if they are bored for one
or two or three minutes, they’ll leave you mentally. Still, the primary target group is people
between 13 and 34 years old. We take that age group, divide it in two – the ones who have
been to the cinema within the last two weeks, and the other ones, same age group, that have
not been to the cinema. The cinema-going group also goes to restaurants and discotheques
more often than other young ones, and this is very characteristic of the cinema goers. 
They are active and extroverted, read papers, they are on the internet, they use mobile 
telephones, SMS. They read trade magazines. Very, very intensely living people. Cinema is just
one of the things they do, but when they do it, they go for high quality – the film is selected
very precisely, and they look at the surroundings, the service... their time is precious. When
they have a holiday, they do not stay at home, they do not relax, they go out there. They 
travel... skiing, sunning, they go sporting and on weekend trips. And it’s still the same age
group, age is not the explanation for those differences. 

A further challenge is their way of perceiving things. I chose the very often used and often
misused word post-modernism. There is no strict definition, no single characteristic with the
post-modern society. This is trends! Then what were the old, modern consumers like, from
before post-modernism, back in the 60’s, 80’s, or 90’s? Very focused on quantity, rational
thinking, and on acquiring products. They wanted more products, more products. The more
products, the better. It was a much more homogeneous society than today. Based on tradition
– and abundance. Every company saw the consumers as customers, not as individuals. And the
communication model was from the center to the receiver. Strictly one way.  If you send this
message it will be understood in totally the same way by the receiver. That’s communication.
Not many years ago this model was still in business and was still believed.

Today it’s the trends, it’s not the truth. Quality is on the agenda for many people. Quality of
life, of family, of experiences, in work, in leisure time. Time is short. One researcher calls the
society today a stress and risk society. Stress society because it’s a 7/24 hour society. You can
buy anything 7 days a week, 24 hours a day. And a risk society because people have less 
security in their jobs or in their personal lives. So quality is something we really want, but we
have too little time for it. 

From rational thinking to much more emotional focus... following the old model of
rational behaviour we went to the market, studied the prices, asked around, and made the
proper, rational choice. Now we’re more influenced by brands and more emotional in our
choices. From tradition to experience... we break earlier rules, break out of earlier roles.
What can really trigger us in the stressed risk society is experiences. Emotions, thrills, beautiful
things. Escapism. From abundance to authenticity... don’t fool consumers today. Don’t 
disappoint them. What really breaks through all the abundance of material goods and 
information overloads is authenticity.  The companies who genuinely understand the young
people and their needs and can communicate to them in the proper way will be the winners.
Now, they are individuals! They are not just customers. Especially young people think of 
themselves as being very much individualists. They are less so in reality, but they really love not
to be put in boxes, not to be target groups, not to be segments. They hate segments. ”I am a
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next five years for a cinema exhibition company. But it’s one of the most used words in almost
all industries. What are our values? Who do we want to be? In the consumers’ minds there is
no room for everybody. It’s here the branding is, the branding of films, of cinemas. This is
where the standard of service is decided also. How do we want to appear, in managing and
carrying out our business? Procedures... for handling people who give you feedback, for 
handling audience responses, for handling every comment from your customers, no matter
which means of communication is used. You can do research on them, but if they want to tell
you as an exhibitor something, have a procedure for picking them up – using them, reacting on
them. It’s gold! It’s an engaged customer whether his or her experience is good or bad. Collect
it and react on it! If not, they’ll go elsewhere, find another product, another cinema. 
I think the internet coverage in the young group is about 85%, and especially the age group
50 to 61 that goes to cinema is up front with mobiles and with internet at their work or in
their private homes. So it’s a medium which really makes the procedure point very important. 

You’re a service company. Try to magine the transportation industry. You can travel from
London to Copenhagen at Dkr 500 or at Dkr 3500, but transportation is the core product. 
In cinemas the core product is film. So we have transportation in one situation and film 
exposure in the other. But the secondary things, what happens before, during, and after are
also important. To have a service concept that optimizes the benefits of the core product. 
There are many service concepts, and you have one – maybe you should have three. Cinemas
have the same products all day, from morning till evening. Could it be different? The music
you’re playing in the concession area, could it be changed because the audience in the 
morning, the audience in the afternoon, and the audience in the evening are not the same? 
They have different preferences for music, for wine, for products. Some American airlines have
the staff dressed in hawaii shirts and shorts on weekends and bank holidays, the music is
directed at parents with children, and they have a little toy gift or the like. The food is different.
And the exact same staff is uniformed on Monday when the customers are businessmen. 
Same planes, same schedule, same people, everything is the same. But for one thing, the 
service concept. Could you differentiate, could you get more of the old young ones into the
cinemas by changing your service concept to be more in touch with the customers?
Differentiation of the service concept does offer some practical problems, but the image is
important. When people leave the cinema, the product is gone. It’s only in the mind, and if 
you don’t have a physical product you have to have an image that is very precisely and very
positively perceived. It’s very important for a service industry. Everybody has an image of
Aeroflot, though not necessarily a positive one. How many of you have travelled Aeroflop?
Nobody! You are here, so you haven’t...

So, to come back to segmentation, we have the young people. By traditional thinking 13 to
24 – but now up to 34 years old. The young people have grown a little older. There’s the 
second group, from 50 to 61 or 65 years old. Those older, young ones, are they so different
that they are a segment? Yes! Not alone in age, but in their preferences. Have they demands
that are different from the youngsters between 13 to 34 years old? Yes! Naturally they have.
They are in another place in their lives, they have other experiences, other expectations. They
are in every way a segment - lifestyle, perceptions, attitudes, demands, music, activities, in
product buying and brand buying. Empty nesters... their children have left home, still working,
yes, but a little more leisure time for cinema, theatre, or whatever. There are normally four 
criteria for effective segmentation: Can it be measured? Yes, they can be measured, they can
be quantified. Can they be accessed with a media selection? Yes, naturally. They have their
own media routines, television programmes, magazines. Is it substantial? I would say it is. 
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class. The young people, cinema goers, have many windows open at the same time. When I
was a school boy my parents told me not to play the radio when preparing my lessons. Today,
my 18-year old daughter cannot prepare or read anything, without the radio. And the computer,
and the television, and the mobile, and the SMS – all on while preparing. But that’s the only
way to survive. There are so many things they have to sort out. So, concentration or attention
focus is really in short supply. But you have to select, you have to filter out, and that’s where
the active consumer comes into the scene. He has to throw out what’s not for him. If it does
not catch his attention, if it’s not beneficial to him... it’s gone.  

Let’s go to the cinemas and look at some competitive advantages and challenges. It’s a 
model called Porter’s Five Forces. Mr Porter’s one of the most respected marketing people in
the US and the whole western world. He has this famous model of an industry competition. 
In the middle is the cinema industry. There is some internal rivalry. Hard competition, tough
competition. There’s supplier power. Your suppliers in the cinema industry are the film 
makers – the people who hold the rights. They have a high degree of power. They’ve got the
main product. That’s why people come to the cinema. The potential audience, the potential
guests to the cinema. Do they have power? Yes! Consumer is king! In the stress society, 
everything is possible. They can look at tv channels, they can go to events, they can go 
everywhere, they can read, they can run, they can hop, they can do thousands of things. 
On a range of activities cinema is just of them, and the consumer is the king. There may be
some potential entrance, some competitors coming in, that will vary from territory to 
territory, so that’s the difficult one to say something about in general. But the last one, 
substituting products is really one to watch. What is going to the cinema? It’s many things,
but first of all it’s experience. It’s entertainment. And there are scores of products trying to 
sell the market the home cinema concept. Buy a bigger tv screen, buy a surround, buy a digital
sound, buy a digital picture quality. So cinema entertainment is under heavy attack from home
entertainment. 

Another model is the SWOT analysis. Strengths – of the particular film at the particular
moment. Analyse it. What are its competitive advantages? What will trigger people to use 
their precious leisure time in your cinema? Find the hook. And of the cinema experience, i.e.
the dark audtitorium, the big screen, the digital sound. Weaknesses – such as lack of parking
spaces or a good café with a proper selection of wines, or just the right products in the 
concession area. Opportunities – of making an event of this film. Going to the cinema is a
social gathering. People love every activity that is something different. Distribute small gifts 
– not everything from coffee, to shampoo to chinese rolls! – but make use of the auditorium. 
It’s the only medium where you gather 200 or 1200 people in a confined space. Do something
that makes the total experience different from just seeing a film. Take advantage of the 
expectations, the need for fun, and the company of good friends. Threats – from sports 
championships, tv, or whatever. Look at what is going on outside the cinema. 

There is a very simple model when you market a film or any other product: The four P’s. 
We have Product, Place, Promotion, and Price. This model worked well for many years, 
but today it is not enough. There are more demands on the company which wants to move 
in the right direction. There are three more P’s ! People... any company must think about 
people. You are service companies. In fact you are a service industry. And every service industry
is totally dependent on the people working there, the staff the audience meets before, during,
and after the cinema visit. Policy... maybe it’s not on the top of the agenda or will be in the
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As everyone has gathered, Danish film is in a positive circle. The market share is, as we’ve
heard, 30%, and a positive spirit is in the air in the entire business – exhibition, distribution,
and production as well. Denmark has had a film policy for 35 years, since the film law was
passed. But four years ago the present Film Institute was formed, actually – although perhaps
unconsciously – in the shape of an American studio, having a department of development 
and production as well as a department for distribution and, although they’re calling it 
communication or something like that... marketing. 

What we mainly do is work with distributors and producers to help with marketing issues.
We support every aspect of marketing, and we support prints of every domestic film. We also
try to supply different marketing tools – we do different kinds of marketing research, audience
screenings for most Danish films and also try to do tests on the marketing materials such as
trailers, posters, and the like. We try to establish ”tracking”, questioning a certain number of
people if they are aware of the films in the market, if they wish to see them, and so on – to
get knowledge that way. In short we try to establish... not a studio, that would be too 
commercial a term to use, but an integrated marketing unit within the DFI, so we have the
marketing issue in mind from the moment a project is submitted to DFI. When a producer
applies for funding for a project, someone looks at it from a marketing perspective, and DFI
will follow the entire project right up to the opening of the film. 

The two of us and one person from our production and development department make up a
group. She would typically know about the project way earlier than us, reading the submitted
script. And we hold meetings all the way through the marketing process of the film and are in
constant dialogue, and that’s one of our main forces – that producer and distributor have to
come to us and have to consider marketing from what is perhaps quite a different angle. 

Most relations to the cinemas go by us as well, and we also support development, e.g. 
e-cinema and something like that, but in terms of domestic films we really don’t have any 
relation to the cinemas, it is left to the distributors to handle that. We support the prints of
major foreign films in order to up the number of prints, so small cinemas also get the chance
to show them. This support amounts to about Dkr 400,000 or around 60,000 euro. 
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Ten years ago it was not. ”Forget the odd ones asking for stuff we don’t carry in the 
concession area.” Now they have become a substantial, acttractive, and profitable segment. 
Is it meaningful? Sometimes you can see segmentations that really have no point, but this
one is totally meaningful. They are a target group. So it meets the demands to an effective 
segmentation. But can you make service concepts to better match the preferences of the old
age group? Those who go to the cinema are still well educated, conscious, fuzzy, using their
leisure time there – so be something for them. They’re are not just old ones coming in there
disturbing all the young ones with their music preferences and so on.

So what to do? There are things that can be changed. We know that the older audience
attends in the afternoons while the young ones come in the evenings. Try to confirm that 
and try to see what can be changed to meet their demands more precisely. There are many
competitors, consumer is king, and the supplier power is high. Integrate, talk with them, 
cooperate. You are on the same side, at war against television, substituting products and 
everything else in entertainment industry, and against demanding and selective consumers. 
I know this is the Vertical Integration thinking, but there is really need for cooperation and 
integration. High quality standard in all matters! Train, motivate your staff to meet those
standards. Everybody knows that it’s the moment of truth when the audience appears. Let
everybody know what they have to live up to.

Nordisk Film in Denmark makes extensive use of a method of analysis called mystery shopping
which has evolved from a kind of spy activity to become a more planned and structured and
motivated acticity. Doing research one can ask customers all sorts of questions about their visit
to the cinema. Perhaps they’ll remember, perhaps not. Moments of truth are moments, so the
best method is to experience the moments. So mystery shopping is having people who are
trained in observing communicate afterwards what they experience. They go to the cinema as
customers and observe what’s going on at the box office, at the concession stands, ask for
some service out there, check the toilets, look at the entire appearance of the cinema. Is it
dirty, is it clean? They register the seats, popcorn – not if there is popcorn – but the amount of
popcorn, how are the seats? How is everything that you meet during your cinema visit?
Mystery shopping is not allowed to be conducted on a índividual level. The mystery shoppers
are not allowed to report on the specific person X for being unattentive or impolite or 
uninformed. Person X doesn’t know that this is an observer, a mystery shopper. She doesn’t
know and she should not know, but she should know what the standard of service is decided
to be. So the report is a report on what happened, to keep up standards or find out where
improvement is needed. 

A few final words about the audience. Don’t misinterprete them. They may say what kind
of film they wish to see – and not turn up. They may express a preference of capucchino and
carrot cake, and when you introduce such products, they still buy coke and popcorn.
Remember, everything is allowed, so they are unpredictable. Don’t prescribe. Don’t say they
need to see this or that film. They can make their own decisions and they dislike the idea 
of others doing that for them. Don’t pretend and don’t fool them. Don’t turn up their
expectations too high. The perceived quality of any film when they’ve seen it should be at 
least on the level of the expectations you’ve given them. The outcome must be positive, not 
a disappointment. And don’t say you have great service and excellent surroundings if your
cleaning leaves a lot to be desired. It will backfire on you.  
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The Kinepolis Group is based in Belgium, but is also located around Europe. Our business 
is huge multiplexes, sometimes 7000 or even 9000 seats and 25 screens. Huge theatres, 
the biggest one is 1000 seats. Although we run cinemas with 25 screens, we were in the
beginning an independent company, and in fact 80 % of the company is still owned by 
two families, so we still have the independent spirit. 

Kinepolis is a member of the EDCF. For the moment we have two digital screens, one in
Brussels and one in Madrid, in Spain. As we like to be in front on the technical side, we are
always the ones paying the highest price. The advantage of this is that we learn about the
newest developments and have the possibility to study how the audience reacts to this. 
I would say that the most important value of our company is that we are continuously aware
of what is happening, not only in Europe but in America also. Because cinema may have been
a business that was organized very nationally, but it will soon be organized on a European
level. And you cannot ignore the worldwide influences or interventions on our small business. 

How can we defend our business as exhibitors within a revolution such as the digital one
which is going to take place? Why is it a revolution? Because it’s not only about projection. 
It will not only be a new kind of projection which will provide an image as good as 35mm 
or even better. It is not a technical issue. It is a strategic issue. It is about power between 
distributors and exhibitors. You will see a changing relationship between distribution and
exhibitors. Very soon these very expensive projectors will be sold with the promise that you 
can use it to show other content than film – which is true. We have to ask ourselves if this 
is what we are working for.

The value chain – it is very simple, you know it by heart. The producers hand over the rights 
to the distributors who give the print to the cinema exhibitor. The prints are made by the 
film labs and transportation companies handle the transport. It cannot be much simpler than
that. Today exhibitors are negotiating with the distributor about the percentages, about the
movies they’ll show, and about the number of prints – this negotiation is at the moment at a
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For domestic prints the amount is, I think, 800,000 euro. Before this scheme was established, 
a Danish film was released in 23 prints on average, and now it’s 42 prints, so it’s quite an
increase. And we use 2,000,000 euro for marketing support for around 20 films. Three or four
of these turn out to really fail, while one or two each year become serious box office hits with
more than half a million admissions, some of the remaining are fair hits and some are just 
okay, making below 100,000 admissions. 

Some feared – for moral reasons, as the Danish film laws is supposed to support film art, that
the institute should turn into a studio, and if you ask if we’d like to expand our collaboration
with exhibition on a wider scale, I think that it’s up to the distributor of the domestic film to do
that, but some sort of arthouse distribution would be interesting. I know they have an initiative
in the UK that we might be able to copy, a network of arthouse distribution, something like
that. But of course it all depends on the funding, and right now it’s not looking too bright. 

From my personal perspective, most cinema owners have a very commercial view on film and
much more focus on that than producers and certainly most directors, so I think their input
would be very valuable in that respect, but I’m not sure that producers and directors would
appreciate it. Paul Homer says that if dogme producers had asked exhibitors they would 
probably have advised against making films that way, and he asks if perhaps people should
stick to their expertise and do what they do best. I think it’s a very good point. I’m not sure
that anyone from the commercial side of the industry can come up with new ideas and new
trends. Of course feedback and dialogue is always good, but any initiative should come from
the creative part of the industry. Our support means something, but the success comes from
good films, and were it not for dogme and the films following those, we would not have been
at 30% market share.

Four of the dogme titles have been very mainstream successes and shown in multiplexes too,
whereas two remained arthouse fare. 

Comment: Influence does not necessarily have to be on the content of the film. It could be
the genre, or just age group. ”We need more films for children between 13 and 16.” When
we see in the cinema that this is missing this could be a way of influencing it, and influence
does not necessarily have to be in opposition to the filmmakers’ creativity. 

Comment: I think the discussion will continue. Of course we should all do what we’re best
at, but the paradox is that being a creator of the commercial art that film is... the creators
know nothing about audience, and the independent cinema owners really know a lot. But
organizations like the Danish Film Institute could bridge the gap – not to have exhibitors 
produce, but to have that exchange of ideas on a slightly more sophisticated level.        
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An important question is why do we in fact pay a distributor? Because he gives us the film or
because he does marketing, communication about the film, press releases? I think the added
value of the distributor is that he knows the local market which is why he does the marketing,
and very soon the logistic problem will be very small. When we sign a contract with him 
and in some countries pay 60% of the box office, what should be in front is a very very good
marketing campaign. Within digital cinema the distributor will be able to concentrate only on this.

The biggest problem for exhibition is the cost. Digital is hugely expensive at five times the
price of analog projection equipment, and you’ll have maintenance costs. A lot of groups in
Europe are considering the latest technology, but as it is too expensive, they don’t do it. And
for the moment there is no business model to help us pay these costs. So French exhibitors,
UNIC, and all these organizations say: ”It is too soon, we don’t have a model that makes it
profitable or guarantees us the same profitability.” Others say: ”It’s no problem. We’ll ask the
government and the European Commission to pay the difference.” And why not? Sooner or
later it will be impossible to avoid the change. So, knowing that the financial advantages are
on the producer and distribution side, and the cost is on the exhibition side – as long as we
don’t find a balance within that I don’t think that exhibition will be very motivated to get into
digital cinema.

Easier access to film... it is sure, as the print costs will disappear. In France a really huge 
distribution is 700 or 800 prints, a small, very intimate distribution is 3 or 4 prints – only in
Paris, and the problem is that people complain, because some films never reach the rest of the
country. As print and transportation costs will no longer be important, it will be very easy to
increase a four print release to a 15 or 20 ”copy” release without serious extra costs.
Alternative revenues... this is the point with which they try to sell us digital cinema. A digital
installation costs around $200,000, but you can show on your screen football matches, theatre
plays, concerts, congresses, seminars... whatever, and this will give you an extra revenue.
Terrific! This is what we’ve always dreamed of. The problem is that our business is cinema.
We could say, it’s not only cinemas, it’s entertainment. Why not? But on an ordinary Saturday
night, about 6,000 or 6,500 of my 7,000 seats are occupied. If I put on an event instead of a
film, I will still have 6,000 or 6,500 seats occupied. Because people don’t go to a concert on
midweek afternoons. It’s always in the evening and in the weekend. This is the time we do
business anyway. So be very prudent with these alternative revenues. The only one which is
realistic, in fact, is congresses and seminars, as they take place during the week and in 
daytime. But we do them already. When you do a business plan, take care not to put too much
alternative revenues in it. People are telling you stories just to make you buy the equipment.
Sooner or later you have to. But buy it when you’re sure that you’ll make profit of it.
Multiplexes are located with carting, bowling and restaurants and the like around them and
have in fact become part of a leisure centre, and you’ll have an opera in an auditorium next to
an auditorium showing a film – which means that our marketing will have to change with the
content. If I show only films my audience is between 15 and 35 and come by car, so I need
good parking facilities. However, if we invite people to come and see an opera, it is not likely
to be the same public. The alternative content will redefine our business. 

One of the main issues in the change to digital is ”cannibalism”. $200,000 is very expensive,
and the manufacturers of this equipment know this. That’s why they propose that you buy
in the beginning low cost equipment. Anyone with four seats will call it a cinema and use
whatever he can find and call it ”The Digital Experience.”  Next door will be a serious company
which invested the $200,000, and they’ll be the idiots. That is why we attempt as Kinepolis
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good balance. Sometimes we refuse films, and sometimes they refuse to give films to us.
Depending on the digital system the distributor can have a key, in fact, with which he releases
your access to the digital movie. This means that the power balance changes drastically. The
distributor may threaten to take his print of the latest blockbuster back, if I do not pay the 
latest invoice immdiately, but he will never be able to do that, he’s dreaming. In a digital 
situation, if he is distributing the signal from his local server to my server, he can stop the signal
immediately if we disagree on something. Which in fact means that he can dictate the terms
for my access to the film – including raising the percentage. So the relationship between 
distributors and cinema exhibitors can change drastically. In fact, the owner of the right may
tomorrow ask himself why he should pass by a distributor. 55% of Belgian cinema visitors go
to a Kinepolis. So a producer could go to us and let us do distribution. 

Digital is something that will change our entire business in a very very important way. We can
choose to wait or we can try, as Europeans, to organize it ourselves. I think it’s very important
that we do this, and luckily the European Commission has understood that as well. 
What are the big changes? For the producers the cost of prints will be reduced drastically.
According to one source the print cost worldwide is $5 billion and will be reduced by 90%. 
It matters little if these figures are somewhat smaller. What really matters is that the financial
advantages of digital cinema will be on the producers’ or the distributors’ side. That is the main
point you have to understand. Another point is that access to the market will be much easier.
With a digital camera you can get your film into a cinema very easily, saving development,
transfer processing and printing, and so on. So it’s a great chance for young people to bring
their alternative content to the cinema. Although we’re not sure about the quality, it is very
important for young film makers. There’s the security issue. The digital format can normally be
copied very easily. We want high security, but at the same time a very flexible, easy system in
order not to have engineers in our staff. So there’s a balance that we have to find. It would be
very good for our business if we could avoid that one week after a film release you can buy it
on DVD, and that’s why security is very important. 

Reduction of duplicating and logistic costs – labs and transport and so on – will be very
important. Distributors will have an increased flexibility in their release strategy. To stock a 
signal is not very costly – as is stocking prints – so they can easily push releases three or four
weeks. Multilanguage...  in France they have this bad habit of showing foreign movies in
French. It is quite ridiculous, and the real atmosphere of the film is lost. On the other hand,
small independent cinemas specialize in showing original versions, subtitled in French. If a 
multiplex wants to show both, it needs two prints, but with digital you’ll need only one ”copy”
which can be shown in French, Dutch, German, or whatever language you wish – and with
subtitles in any language. AMC built a cinema in Dunkerque (Dunkirk) on the coast in France,
next to Belgium where people speak Flemish-Dutch. As fish don’t go to the cinema and the
Belgians would never go to see a movie spoken in French – they do about 500,000 visitors and
the first estimates they made was 1,700,000 visitors. You can imagine the loss they have. And
why? Because the French distributor was not able or willing to give them prints subtitled in
Dutch. This is Europe, and we’re arguing about languages and frontiers. That is why the digital
cinema will help us ignore language barriers and borders and give us the opportunity to show
a movie in whatever language or subtitle is necessary. So you can work with niches. In France
about 5% of the people would prefer to see Star Wars in the original version, and as there are
not a lot of original prints, maybe we only touch 1% of them – and lose 4%. And in our 
business we need them 100%. It is a marketing tool in fact, and we can do much better 
marketing with this multilanguage possibility. 
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uncertain of the quality, they want it to be better than 35mm, they’re not certain it’s technically
possible, and there is no business model. The serious danger of this position is that it will 
happen sooner or later, and if we wait too long, it will happen without our influence, and it
will all be decided by the Americans. What we did in Brussels and Madrid, we made an 
agreement – initially with Texas Instruments, later with Barco which is a Belgian company 
– for a 33-33-33 investment, splitting it in three between the manufacturer of the projector,
the distributor, and the exhibitor. We did this because you have to start somewhere, and 
this seemed to everyone to be a fair deal. We did this with Buena Vista who is not a small 
distributor, and still they were not able to provide us with six ”copies” in digital per year which
was what we asked for. In the light of such problems you begin to realize that maybe the time
has not come yet. And here’s where the real danger lies, because you have to realize that the
transition period will be a very very expensive period. You will have the start up costs of the
digital cinema while still having the costs of the normal 35mm projection. Both systems will
have to operate next to each other. That a whole country could change and get into digital 
cinema overnight is an illusion. I think the transfer period will be about five years, and it will 
be five expensive years, so we will need help. It is first of all our responsibility to find this
financing, but I’m sure that the European Commission will help out small and independent
exhibitors. I hope I have made my point... it is not only a technical revolution. There are a lot 
of strategic issues concerning digital cinema, and these issues are not only on a local level, but
on a national and on a European level. That is my message.

Q: Do you have an advice for small and independent arthouse cinemas how to survive
into digital?

A: You can compare it to multiplexes. When they arrived on the scene arthouses had the
same problem. Normally the competitor was a city located cinema with 4 or 5 screens.
Suddenly he decided to get out of the city to build a 12-15 screen cinema. And he
began to programme your films. And you had a problem positioning yourself to the 
market. The important thing is that you need the same quality. We have a lot of friends
in Belgium and in France who did the investment. They did not become multiplexes. 
You don’t have to change identity. But they upgraded and became arthouses with a very
high quality level. Arthouses offering a high standard technically, and in service and 
comfort will develop. They have their own segment of people, they have original 
versions – but only the ones that invested in quality and comfort. So for digital, I can only
advise you to try to find a way to invest in it, and that’s why it’s very important to find 
a solution – not for myself, because it’s very easy for me. As you’ve heard, we’re already
on our way. It’s very easy for Kinepolis, or Warner, or whoever to find a solution for
themselves, but it’s not one from which you’ll benefit. That’s why we need a solution on
a European level, because the small theatres that have their specific role to play in society
have to continue – and we want them to continue, they need the same equipment as 
we have. If they do not have the money for it, we will have to find a way, perhaps by
subventions of the European Commission. The competition is not only your competitor in
town. The competition is DVD. I live in France, and I hate the dubbed versions, so I’m a
big buyer of DVD’s. They give me flexibility and the freedom of choice, and if you’re not
able to give this to your customers, you’ll loose them sooner or later.

Q: There’s one more thing that’s important to note for an arthouse cinema. When an art-
house cinema is to do what it currently does, it has to be running both systems, because
a proper arthouse cinema needs to show retrospectives, and unless rights holders, no
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and within the EDCF and the European Commission to convince everyone to set a very high
quality standard of digital cinema, like THX. You cannot sell ”We have something like THX.”
And we want the same for digital cinema. We wish to create a brand called Digital Cinema,
and it is possible to put parameters on that technically, not only in terms of what is seen on 
the screen, but of a standard for the entire theatre. In France there’s an organization called 
the CST, which checks any theatre, and obviously they will check the projection equipment,
and the screen, and the dimensions, and the distance – but they also look at the distance
between rows – in other words the whole cinema experience. And this is the brand we want
for digital cinema – a total, comfortable environment. Please note, I did not say a multiplex
environment. You can have this total, comfortable environment with only 50 seats. The 
important thing is that people who go to the cinema and live the digital experience get the
best. And anything but the best should be called something else. We should be aware that 
the lower the cost, the easier it is for anyone to say it’s  a cinema. 

And then the new participants. You will see a lot of new companies who had no knowledge
of the cinema business entering with the arrival of digital cinema. It is very important that 
we stay in power. These new people are there to sell us things, not because they like the
movies. And they will present themselves to organize things for everyone in the business. Old
companies such as film labs and transportation companies will lose their markets, and that’s
why you see companies like Technicolor and Kodak already changing into digital companies
offering to accompany you in the transfer to digital cinema – with all the service, maintenance,
and whatever. (Editor’s note: One example is the Kodak Screen Check, now discontinued
because of lack of interest from exhibitors.)

So, welcome to the new ones! As we have a permanent problem on Monday mornings, 
discussing percentages with our distributors, newcomers now propose themselves to invest
themselves in the projector, to do maintenance, to negotiate percentages with distributors, 
and to negotiate terms of transport by satellite or server or whatever. This could be a very good
solution, because all the problems will be solved by by one of several companies competing
over the same kind of service. The big problem is that it will cost, of course. In most European
countries you pay around 45-46% to the distributor. With a go-between all of a sudden you
pay perhaps 48-49-50%, and you still have to pay the investment on the digital projector, and
you don’t know how the investment has been balanced between you and the distributor or
whatever. It becomes a very very dark, non-transparent organization. Which is why a lot of
exhibitors want to stay in direct contact with distributors and have the same autonomy with
distributors and the same power balance. Our friends at NATO suggest a clearing house run 
by representatives of producers, distributors, exhibitors, and these other companies, which
would do a redistribution of revenues and costs – a kind of social security. You can imagine 
the organization, complex to the point where it’s impossible to organize. 

Telecom companies like Boeing and France Telecom are preparing at this time because they
know that if ever this will go by fibre optics, or satellite, it could be a business to them. There
are also independent newcomers, one of them actually a friend of mine in France who’s trying
to become the intermediary between all the parties, and this includes finding solutions with
banks and financial companies who are always there to make us pay dearly for their money.

What is the present point of view for exhibitors? UNIC – whose members are not only the 
big multiplex companies, but also the national representatives of all the exhibitors, so this is
indeed an organization representing exhibitors  - is of the opinion that it’s too early. They are
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light, contrast, colour, and whatever. These people are going to the cinema just to have 
a good time, and they are not focusing on brightness, or sharpness, or whatever. This
does not mean they should not have the highest quality. We have to educate them to a
higher quality, and that’s why this process has to be accompanied with a lot of efforts
communicationwise.

Q: Do you think national cinemas should get more involved in this?
A: Yes. A lot of them are sleeping for the moment. What we are doing with EDCF... we’ve

been to Italy and to Spain on a tour of Europe, trying to reach the local exhibitors and
talk about these issues, about what is happening, and that they should be prepared and
ask their representatives to act. What we need is a large scale of exhibitors saying yes or
no. Maybe exhibition will have to say no, but at least it will have been discussed, and we
will have a clear idea about it. The problem is that for the moment only a few groups are
looking to digital cinema and taking a stand. It is very important that on a national level
the theatre owners’ associations get into the discussion. 

Q: As I see it, NATO has taken the same position as UNIC, and right now the cinema 
associations feel that the EDCF is very much controlled by the technical people. And 
they are scared that they may be overrun by these technical companies. I’m wondering
since Kinepolis is a member of UNIC I would have thought that you’d take their stand,
but you’re not?

A: Not necessarily. The president of UNIC is Belgian, and we discuss these issues almost
weekly. I think we agree that there is a danger, but we act differently. We’re diving into
the pool, and time will show if we can swim. If you’re not in the pool, you’ll never see
what’s going on in the pool. And he’s thinking that if he has to dive, he’ll dive, but for
the moment he’ll wait by the side of the pool. I think that’s a dangerous position,
because, as you say, there are a lot of technicians in EDCF, and it is run by very technical
people. The problem is that they have the attention of the European Commission which
will never organize a second committee or forum. They already have this one, and they’ll
will listen to it. So we either try to influence the discussion as exhibitors, or we stay out
of it. We try to participate actively, whereas UNIC is reluctant. And the reason for this
reluctance is that they are influenced by the French theatre organization which has 
categorically refused to ever get into digital projection. As we are in France as well, I am
a member of this association, and they have for the last six months begun to slowly
change that point of view. As the discussion cannot be avoided, better have it today than
when it’s too late, and we’ve missed the boat. But it’s easier for me, because UNIC has 
to listen to all exhibitors and all countries. I only have to listen to my own voice. We are
only three exhibitors in the EDCF, and this is where the danger lies. I only hope that I saw
all the problems, or – if the three of us did not see all the problems for exhibition, who
will see it? Certainly not the technical people. They will not bother with that. If other
exhibitors would join EDCF, I’d feel more assured that we saw the whole spectrum of
problems. But that could easily take another year.

NOTE: The founder of Kinepolis sadly passed away the week before the Ebeltoft course.
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matter what size, are going to digitalize those films, arthouse costs projectionwise are
going to be far greater.

A: Yes, the transition period is going to be much longer for arthouse cinemas, as you say.
On the other hand I know that the European Commission is trying to find a procedure to
subvention a kind of library of old movies which would normally not be digitalized to
prevent this goldmine of films from being lost. Maybe you will not have access to old
titles from the beginning, but sooner or later they will be digitalized, and you’ll have
access. On the other hand, you will as arthouses have a huge advantage. I have a very
standard product in fact. When I have 6000 people coming on Saturday night I cannot
approach them individually and talk to them. It is impossible. You know so much more
about your public, and this public wants to participate in the cinema experience. They
express opinions, and the digital facility will make it possible for them to change, if not
the plot, then the end of the film. So your audience can play a much more active part in
their cinema experience. And you should use that, in particular as the investment will be
a much heavier burden for you than for companies like ours.

Q: Is there a possibility of charging more for digital cinema?
A: Never! Our policy is never to charge the public more because we are following the 

technical evolution. Don’t ever forget that your client can rent a DVD for much less six
months after the film’s opening. Do not put financial stress on him. Cinema should never
become too expensive. Imagine a family of two grownups and three children going to
the cinema. This means five tickets, five icecreams, five popcorns, five cokes. If you have
to deny your children popcorn because it’s too expensive, you’ll not go to the cinema
next time. You’ll stay at home, rent a DVD, and make your own popcorn. And this is
what we have to avoid and why we must never exaggerate the price. If we’ve tried
everything in business models, and subventions, and whatever – and still don’t get a
profit, then maybe as the last resort we should consider raising the price, but I would
strongly advise to avoid it. We have to maintain the cinema as a social event. We’ll never
go back to the admissions we had in the 60’s and beginning of the 70’s, so it’s very
important to keep them coming.

Q: Is your conclusion then that Kinepolis started out on digital too early?
A: No. You can never start too early, and we only invested in two projectors, so it’s not a

problem for us. I am, however, very disappointed by the lack of enthusiasm and financial 
effort in distribution to get on with digital cinema. We had discussions, and we were the
only ones at the table to defend digital cinema. Indeed a weird situation, as they should
normally be the ones to do that, also on behalf of the producers. It is not our task, 
we should wait it out like UNIC. So we’re disappointed, but the relationship with a 
distributor is kind of like a marriage. Sometimes you want to get rid of him, at other
times you love him. 

Q: What is the reaction of the audience?
A: The audience is very pleased with it, but you have to be aware of one thing: When we

changed into digital sound, a lot of the audience found it difficult to hear the difference.
And I can assure you that technically our systems are state of the art. But they have to be
informed. That’s why you need a brand. You have to make them like digital cinema.
After a year they’ll demand to see the film in the digital format. But I’m sure that if you
took them through the comparing demonstrations that have taken place in Cannes, and
Vegas, and wherever, not everyone of my public would be able to tell the difference in
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which boasts two Imaxes. One is from Sony, the other one is the successful one! Sorry, but it 
is the truth. Sony was at bit late with the second one. We have a company called CallmaxX,
founded to do all our reservation business. 22 of our 37 multiplexes do ticket reservations in a
special call center which charges 0.50 euro per ticket. We have a 10% share in the new UFA
company, but the timing was off. And as you may know, we also do business in Denmark, and
I am in the board of that company.

The first multiplex opened in March, 1991, in Hannover, which is the home town of 
Hans-Joachim Flebbe. The next one was the one in which I was employed, CinemaxX Essen,
opened in December, 1991, and it developed at a normal steady pace for the first nine 
multiplexes or so, but by autumn 1997 the growth of the market in Germany – and of the
company – became evident with the opening of sometimes six multiplexes in a matter of four
or five weeks. We now have 37 multiplexes with 324 screens and 87,000 seats in 32 cities, 
and the latest in Germany, a 7-screener in the famous town of Delmenhorst close to Bremen,
opened in October 2001, proves that the multiplexes are no longer just in the big cities, but
also in towns of second and third size. The population of Delmenhorst is roughly 80,000, 
but actually it was a lot more five years ago when we signed the contract. At least 20-30,000
soldiers were stationed, but politics changed, and there is not one soldier left in Delmenhorst.
In addition to the multiplexes we have 11 traditional cinemas with 24 screens in six cities. In
Munich we have the most successful multiplex the German market has ever seen, but it’s a 
7-screener with 1,500 seats. In Munich that is a multiplex. There’s is nothing bigger there. It’s
totally different from Berlin or Hamburg. But when we built in Munich and also in Stuttgart
plans were to build bigger ones in the same cities, and these would then be the CinemaxXes.
So we called them MaxX – as Mette puts it, half the screens and half the name... !
But twice the money! 

Our goal, which is carried out on a day-to-day basis, is to be outstanding in showing the film
exactly as the film makers wished the public to see it in a cinema. We keep a high interior
standard, always with some stylish and recognizable elements. The type of seating and carpet
is always the same, and a customer entering will immediately recognize the cinema as a
CinemaxX. We are present in at least one location in almost any bigger town in Germany,
preferably in the centre of the town rather than in shopping centres in the outskirts. We’ve
succeeded in making CinemaxX a brand in Germany, to the degree that the press, when 
writing about multiplex cinema, distinguish between multiplexes and CinemaxX’es. They never
write about UCI’s, Cinestars, or UFA’s – in some cases UFO’s, but that’s a different topic. Of
course we use this as an asset. We have a satisfying number of heavy users who prefer to go
to CinemaxX only. We use local minded managers in every theatre and direct them to run it 
as if it were built with their own money at risk. This approach has made us the market leader
in the German multiplex business. 

CinemaxX defines multiplexes as having 7 screens or more and a total of 1,200 seats or more.
We had a 30% market share of multiplex admissions in Germany in 2001. Warner – or Warner
Village – has only 1% and is leaving the market entirely. Anglo-American UCI has a 14% share,
as has Kinopolis (not to be confused with Belgian Kinepolis), founded by a guy comparable 
to Mr. Flebbe, but some years older. He therefore sold a lot of his shares to the Australian 
company Hoyts and later to Kinowelt which went belly up and has disappeared from the 
market over the past few months. Kinopolis was reconstructed as a new company, but has 
no association with Hoyts anymore. The KIEFT company runs the Cinestar multiplexes and 
has a 22% share. Being the new star in the market, they have built a huge number of new
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ON CINEMAX
Meinolf Thies, Director of Operations

I was a banker in my first life. Then in 1989 I decided to lend my work to a really good topic
and was trained for this by joining the UCI company in the UK. They targeted to build up their
first management team for the first multiplex cinema in Germany which opened on October
10, 1990. They trained a German team in the UK where they already had 25 multiplexes 
running. It was planned to last four months, but in Germany a crane crashed on the raw 
building, and the delay prolonged my training period to nine or ten enjoyable months. But I
became the general manager when the 14-screen UCI finally opened. After roughly one year 
I changed company to the Cinemaxx group – from the first multiplex in Germany to what was
then and still is the biggest multiplex cinema in Germany, located in Essen in the Ruhr area.  
It’s a 16-screener with 5,300 seats. And in my last year as a general manager there, 1993, we
had two million visitors. Our record of a day was 13,000 plus, and the best week was between
Christmas and New Year, six days with about 63,000 admissions. Great figures... From 1994
and up to now I’ve been at the head office. So today I’m here, and it’s been a long way.

To give you an overview of who’s working with me... we’ve got the board. Hans-Joachim
Flebbe is the founder of the whole group which has been in the cinema business for 25 years
now. He started  in a small way dealing with art cinema and became quite successful within a
short period of time, as back in 1977 his approach to cinema was quite different from that of
the very big UFA group. The company is now on the stock exchange, and the organization
chart therefore is that of a real mature organization with a Corporate Attorney and a Press
Division as is normal in a company like this, and then the upper management and the various
typical departments the leaders are responsible for. Except for the chief financial officer in the
board, everyone in the upper management has been in the company for at least four or five
years, so the members of this team really knows each other.

The holding company, Cinemaxx Plc, is the company that went to the stock exchange. Being 
a Plc, a Public Limited Company, it has to make public all figures, numbers, and percentages
frequently and openly. It’s part of becoming a public company. I can feel free to reveal figures,
as we have to do it Germany anyway on a regular basis. Some of the companies in the Plc
share ownership with outside partners, such as an Imax at the Potsdamer Platz in Berlin –
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As for prices, the average price nationwide in 2001 was 5.55 euro – slightly less than in the
former West Germany where it was 5.65 euro, and somewhat more than in the former East
Germany where it was 5.05 euro. This is entirely in accordance with different levels of wages
and prices in general, and tickets prices cannot be increased for the time being. 

The target of the entire business in Germany – all the new multiplexes considered - was 2.5
visits per capita last year, and even in that outstanding year we managed only 2.2. This or more
was reached by a lot of other countries as well. And even though the first months of 2002 are
slightly over 2001, it is more likely to be 2.3 this year.

As visits per capita have not met expectations, the number of admissions is not sufficient for
all the screens that were built. Especially the multiplex market is overheated because of the
development in the last five years of the 90’s, where every cinema chain would make any effort
to get a contract to build at any location, resulting in heavy overscreening in certain areas. To
illustrate the situation, the number of screens showing Star Wars in Berlin is 55. And if you also
look at Spiderman which opened in Germany this Thursday – quite successfully by the way –
you will note that every second screen of all those screens is showing either Star Wars or
Spiderman. So, although there’s almost 4,800 screens, nearly half of them show one of these
two titles. How could this happen? Of course the expectations for the potential of 
visitors and the impact of new multiplexes creating new customers were overly optimistic. 
Also, the first multiplexes built in Germany are financially the most healthy ones. The later ones
are, as everyone wanted to get into the market, burdened by very expensive agreements with
all the various contractors involved, and we did ourselves in some cases make the mistake of
signing basically any contract. And many cinemas now face rents they are not able to pay as
the expected number of visitors did not materialize. And if, on top of that, the big films turn
out to be not that big, exhibitors – especially the big ones – quickly get in trouble, because the
cost side is always there. 

For this reason, development of new projects is slowing down, several unprofitable traditional
and multiplex cinemas have been closed. In Freiburg UFA made a 7-screen multiplex in
competition with our multiplex and after one and a half year wished to close it again. We 
participated with UFA in negotiations with the owner of the building, and as office rooms were
in very high demand in that place it’s now back to being an office building again. But to get
back to the market share which would make our cinema profitable again or at least ensure us
break even, we had to take part in the rebuilding. Tendency is towards more joint ventures
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multiplexes and are very active in the New Bundesländer, i.e. the former East Germany. 
They have partnered with the Australian group Greater Union which has financed half that
expansion. Incidentally, CinemaxX has only 5 of the 35 multiplexes now operating in the 
eastern part of Germany. UFA, Universal Film Theater AG, of which we own 10%,  has a 
market share of 8% - and others, traditional cinema owners who opened one or two 
multiplexes in their area, have 11%.  

There are still many independent cinemas in Germany. The reason why they’re not in my
charts is that getting their figures is a problem. I can make detailed charts of the multiplex 
market because all players are very open with their figures – contrary to Denmark where 
cinemas hold figures close to the chest. And traditional cinemas and single operators in
Germany are not interested in revealing their figures either. But they still have more of the 
market than all the multiplexes together. If the big players on the distributor side meet, it’s 
just six persons who have 80% of the market, and if the six big multiplex players meet, we’re
speaking of hardly 30-35% - there’s still more than 1,000 persons running their own cinema 
in Germany. And they are important, because many people do not like multiplexes. But these
are two completely different kinds of businesses. Arthouse or traditionals live cinema, whereas
multiplex managing is more comparable to managing any other business. This is evident also in
that trade unions are very active in multiplexes. The Hauptverband deutscher Filmtheater, the
German Cinema Association, in existence for 60-70 years, was in the late 90’s financed largely
by input from multiplexes, but at conferences the multiplexes were always in the line of fire 
for causing closings and making big money at the expense of traditional theatres – which was
not quite the case. As a result multiplexes left that organization to create their own. Then 
arthouses formed their own organization too, and now there are three associations - which
does not really make us any more powerful.    

Between 1990 when the first multiplex opened and 2001 when the number of multiplexes
was 130 –  admissions rose from 103 million to 178 million, an increase of 75 million tickets.
The biggest increases were between 1992 and 1993 – and again between 2000 and 2001,
probably connected to the number of good titles released, but certainly also related to the
number of new multiplexes. Admissions in Germany in 2001 increased by 16.7% - more than
in France, Great Britain, and USA. And the impact of new multiplexes is clear: Of the 76.5 
million tickets sold, 66.8 million - or 87.3% - were sold in new multiplexes built between 
1995 and 2001.     

The market probably reached the limit for number of screens in 2001 with 4792, but of
course there will still be openings, reopenings, and closings of theatres. Between 1995 and
2001 1523 screens were shut down and closed forever, obviously for being located in a wrong
area or being outdated and unable to rebuild or renew technical installations, while 2520
screens were newly built or rebuilt. A large number of cinema owners changed their old 
traditional cinemas or built new cinemas in the range of five or six  screens - which is between
multiplex and miniplex. Germany got a great new market after 1990, and between 1995 and
2001 the former West Germany had 477 new screens, while the former East Germany had 
414 new screens. Basically the same number of new screens in the two parts of Germany,
although the former East Germany is a lot smaller than the rest of the country. And the figures
constitute an increase in the newer part of 78.7%  as opposed to an increase in the older 
part of only 14.1%. 

56

E U R O P E A N  C I N E M A  E X H I B I T I O N ,  E B E LT O F T  2 0 0 2



59

Regarding CinemaxX in other territories, you’ll find some multiplexes in other countries that
still carry the name CinemaxX – in Turkey, in Switzerland, and that’s basically it. They are sold
to other people now, but for the Danish business. It is hardly a secret that we had plans for
further expansion. When we went on the stock exchange the majority of our business in
Germany was established already, but if you’re at the stock exchange, you have to create
prospects for the people who buy the shares there. We were successful, no question about
this, but we admitted that the German market would be packed, so expansion would have to
be abroad. There was absolutely nothing wrong with this idea but for the fact that going into
eight other countries to start projects takes a lot of financing – and the income will come
much later, so to bear that takes a lot of available funds. This went down because 2000 was
such a bad year in films which made our company short of funds to finance expansion in
advance. We simply had to withdraw because the situation in the market was already very 
dangerous in Germany, and our banks refused more plans, so we had to sell Swiss and Turkish
cinemas to our partners. But, as you’ll see in Aarhus next year, we still stick to the Danish 
business which is doing well and so far has developed to at better degree than we are doing in
Germany in 2002. Especially Fisketorvet is doing good business from January 1, and we’ll see
what comes out of it.

The question of what went wrong in Odense is not completely answered in our company up
to this point. A lot of things went wrong. Otherwise we would not have withdrawn from that
contract. It had a lot of very nice elements to make it a very nice cinema. To put it short, it was
the wrong time and the wrong place. The surroundings were not developed as we’d been
promised, and we also made mistakes in my opinion. Nordisk was in the City center and
Rosengaard in the shopping complex, and then we opened this state-of-the-art modern one.
At first we went on our own in Denmark, but then we got in touch with Michael Obel who
the Danes might know as a competent partner of cinema business in total, although best
known as a producer. The market was definitely too small for three plexes and such a number
of seats. Also, UCI, in spite of intentions not to, copied their UK concept to a tee when they
entered the German market in the beginning of the 90’s, not acknowledging the fact that
Germans are quite different from Britains – which is exactly why they are not in the German
market anymore. And honestly spoken, we did to a degree make the same mistake in
Denmark. But we’ve learned, and some of the elements which are usually standard in a
CinemaxX will not appear in Aarhus. A lot of elements can be transferred to another country
without changes, but take for instance the Pick&Mix business on the concessions. We went
with our fine fittings of concessions, carefully designed so that the staff member can reach
anything the customer asks for in only two steps. The Danes, however, prefer Pick&Mix and we
thought we could change that, but no way. So we had to invest a lot of money to rebuild the
concessions after only six months. 

When we decide to enter a foreign market or even a new location in Germany, at lot of
money is spent to learn about that market, but it’s a long time between the signing of 
contracts and the actual opening of the cinema. Our first cinema in Hamburg was also the
company’s first multiplex on the drawing board, and between the first drawing and the 
opening ten years went by, and so – like in Delmenhorst – we were targeting a group that 
simply wasn’t there when we opened. So in spite of much spending on research and analysis
many things can change in the time gap between planning and opening. And it’s also 
important to be the first one. Believe it or not, if there’s two multiplexes close to each other,
the first one always wins – regardless if it is in standard the best one or not.
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between domestic companies, whereas foreign companies pull out of the market... Warner
Village, and maybe this or that Australian company as well. Cinema owners co-operate, as
we’ve all got the same problems – especially against our biggest opposites, the distributors –
same old story! We were at least 400 exhibitors gathered at a conference in an auditorium like
this, and Columbia put forward the idea of packaging Spiderman with two other titles ”as a
new way of thinking” – which of course it was to the distributor. The exhibitors in unison
refused to accept this and threatened to pull out of Spiderman entirely, and at the end of the
day everything was back to normal conditions.

It is necessary to be very aware and quick in observing any development in the cinema market
and what the reasons are. Not of the change over a generation of 30 years, but what is the
impact of any particular film, what is the impact of certain incidents, like the disaster on
September 11, but demographics are in my opinion very important, because Germany is
maturing and the number of Germans is decreasing – birth rates and death rates are not the
same. By tradition our target group is between 14 and 29, but perhaps it is in fact 39 now. 
It is all a question of what the cinema is like, what’s the interior, how is it operated, how is the
general manager trying to focus on his special or only target group? These are the questions
that have to be asked constantly. Maybe the answers found will be the same, maybe they’ll
change along the way. DVD is developing four times quicker than VHS did in Germany, and 
the two combined now for the first time does bigger business than the entire cinema business.
In one region our business went slightly down, and looking into it we could find only one 
reason. That area held the majority of clubs important in the German football championship,
and people attended their matches on tv or in the stadiums. And as football matches are 
normally in the primetime of cinema, and people cannot be in two places at the same time,
the result was that our business went down.  

To help the critical situation we of course try to reduce costs at all levels. For the future we
have certain ideas which are right now only at the development stage. First of all we are close
to introducing a customer card. Germans are a bit old-fashioned and do not as yet pay their
daily shopping by creditcard, but plans are for the customer card to be a way of paying tickets.
On-line ticketing is unknown so far in Germany, but it’s also in the pipeline with our company.
On the programme is also creating events for special and certain target groups, as modern
multiplexes offer great opportunities for renting out auditoriums for presentations, 
conferences, projecting sports events, and the like. And we want to take full advantage 
of those possibilities. Our goal is a 5% increase in effiency in 2002 which would mean a 
turnaround for CinemaxX Plc. We are working hard to reach that goal which is a realistic 
one, unless films to come really let us down. 

Pressure from the EU has restricted cinema advertising in other countries, luckily not in 
Germany. Otherwise we would have had another problem. Half of the advertising on the 
screen is beer or alcohol and cigarettes. And of course this is the same fortraditional cinemas. 

We are experiencing a demand for Turkish films, and multiplexes are showing these with a lot
of success because of the huge number of  people whom we used to call guest workers, but
who are now German citizens. They see films from their old country – interestingly not as a
main eight o’clock show, but at 22.30 or 23.00 – and they are in a good mood, they buy a lot
of popcorn, so they are very, very welcome. And in places like Potsdamer Platz where the 
population consists of people of many origins, we can diversify the programme – whereas in
Delmenhorst or Trier we’ll lose money on that.
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A: American distributors claim – maybe rightly, maybe wrongly – that the German market 
is the second most important market after the US one. The reason is simple. There is no
domestic product blocking a percentage of the market. If you look at France, there are
regulations – and  their film industry is a totally different story. There is no way that we
can be required to reserve like 20% of screen space for German product. If people pay 
to see what Germany is producing, they’ll never come back... sorry! They will be lost for
cinema for eternity. If this is to change, it has to be by way of working together with
producers and finding out what people really want to see. Why is The shoe of Manitou
so successful? Nobody ever expected it to be.

Q/C: I think it is a question of understanding the business. It’s the complexity of the situation
that calls for this holistic, this collaborative effort of building an industry together. Which
is why I’m so stunned that yesterday representatives from the Danish Film Institute – 
provoked, I think, by the Duke of York’s – said that producers should produce and
exhibitors should exhibit. I agree that they should, but they should also engage 
themselves in seminars and discussions between the parts. We need to have a common
understanding.

A: I should like to mention one more thing. On the financial aspect. In Germany we have
the obligation for all cinemas to spend 2.5% to the FFA – earmarked to support German
films. This means that CinemaxX is spending huge amounts, millions of D-Marks to 
sponsor production of German films. And – Shoe of Manitou aside, because it did not
receive support from this – none of the films which resulted from this foundation had
more than 300,000 visitors in Germany. And 300,000 visitors is not really successful –
and thus not really fit for multiplexes – so we put 5 or 6 or 7 million D-Marks into 
sponsoring films we are not showing.

Q/C: As an industry we have to make money, everyone recognizes that, but I also think, as an
industry we’re providing culture, and it’s very important to try to keep the culture of our
respective countries going, and if we do provide a certain amount of screens for that to
be done, and we’re fostering that, and from One Shoe of Manitou you will go to better
films in three or four years’ time. When the British Film Council first went into film 
production it made some commercially unsuccessful films, but as it’s been going on now
for three or four years they’ve come to make commercially and critically successful films.

Q/C: That is of course the name of the game. Thank you, Meinolf, for coming here and 
giving us an insight into this. I think you’ve provided us with not only good knowledge,
but also you’ve started ... actually you have ignited my pen here – I can’t put it out!
Thank you very much for coming. 
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Q: We have a theory in England that a newly opened cinema needs 12 months to build an
audience and give people the chance to know what we’re doing and start making a
profit. It sounds as if you expect to make an operations profit from day one?

A: It must not be day one, but I stick to what you’re saying. No matter which CinemaxX
multiplex you look at, the second year has always been better than the first one, so a
cinema does need time to build an audience. It does not mean, however, that we cannot
make money the first year. It all depends on the outset. There are 17 multiplexes in the
Berlin area, and under those circumstances it’s very hard to appear different from the
next one. So if you plan to build an 18th cinema you’re better off building a good quality
arthouse... anything but a multiplex.

Q: You talked about the fact that certain big films completely dominate the choice in 
multiplexes, despite the number of screens. How do you personally feel about that as
someone who likes film, and would there be any initiatives that would make multiplexes
consider providing more choice? One of my frustrations with multiplexes is that in my
town there are two multiplexes, and they show exactly the same films as each other. 
And some films that are released are never shown outside London.

A: You can look at this issue in different ways. For independents it is normally a win/win 
situation. If two multiplexes of any town show the exact same programme, the more
personal cinema has the choice of a lot of other films and can just let them be foolish. 
Many smaller cinemas are saved by the multiplexes not touching all genres of film. 
Hans-Joachim Flebbe, still remembering his origins, is known to leave certain titles to the
smaller cinemas. But if the distributor throws 1,100 prints of Spiderman onto the market
– as is the case in Germany – or 600 prints of any other title, refusing to show it means
refusing to get part of the business it does. The multiplex has no alternative but to jump
on the wagon. And any general manager of a multiplex, certainly a CinemaxX, gets an
unbelievable amount of figures on a regular basis by e-mail about the economics of his
multiplex – figures that have to be considered, as they need to look at the euro behind
every decision, whether it concerns programming, staff costs, or development. Same 
programming is not the right direction to go, but for the moment nobody can afford to
say no. The distributor has no problems. Why should exhibitors argue about Harry Potter
in 1,200 prints when the business is done in three weeks, so they will have the same
screens available for Lord of the Rings? There is another aspect to the huge amount of
prints. Other countries are a lot more active in home production. We are not, like
Denmark and the UK, for instance, assisted by a number of successful domestic films.
The German industry gave us One Shoe of Manitou, and that’s basically it. There will be
another one coming – maybe The Second Shoe of Manitou, The Shoe of Manitwo – or
even The Handshoe of Manitou... (Editor’s note: A pun on the original title and possible
in the original language only, as ”shoe” in German is Schuh, while ”glove” or ”gauntlet”
is Handschuh.) With 11 million visitors this film was very successful. And not only in
Germany. In Austria it did more business than Titanic. 

Q: Every country usually attempts to have a variety and maintain culture. As an index on
that one could perhaps use the percentage of American films. A higher percentage 
of American films would mean a smaller percentage of national or European films. 
So I’m curious of the effect of multiplexes on the percentage of American films. 
On a nationwide scale.
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For the last 17 years there has been a body in the UK called AIM, All Industry Marketing. And
that has involved exhibitors and distributors - theoretically producers as well, but producers
have tended not to take part. The producers are not very pro-active about getting involved in
the distribution, let alone the exhibition process, so it’s genuinely thought that by taking a
holistic approach to this, we can make some advances. There’s been some comment about the
fact that the first fruits of this should be in specialised distribution and exhibition, and as it
happens I think this is rather fortuitous, because in the UK exactly as we’ve just seen in
Germany in the year 2001, things are just bonzer – it’s absolutely gang-busters business, and
there was a tremendous growth of 8.9% in the year 2001 over 2000. So I’m predicting 175-
180 million admissions which would make us equal with Germany, although still in revenue
terms quite a long way behind Japan. 

Specialised distribution and exhibition in the UK is in a very perilous state. Basically there is a
lack of strategy. There isn’t really a policy in terms of getting access to specialised films, and
what I mean by specialised films is what I referred to two days ago as independent films. 
So it isn’t just subtitled films – we are absolutely not a dubbing territory, no English speaking
country in the world is – we are looking in particular at what many of you would call arthouse
films. In the early 80’s 7% of admissions would be for subtitled films. This is largely because 
of a particular type of subtitled film that was coming in from Denmark, but there was a 
widespread ability to access foreign language films in all the cities of Great Britain, especially 
of course London. 5 years ago less than 1% of all films would be subtitled ones, which is a
tremendous disaster, and of that 60% were seen in London. Now the figure is between 2 
and 4% in any given year, but up to 80% of the revenues for subtitled films comes from the
London area. There is not much ability to see these films outside the metropolis. We’re just
beginning to see that in the UK three, or four, or five films can gross more than 2 million euro,
meaning that we see a genuine attempt at crossover films which are coming out of the 
arthouse and into the multiplex. So last year, in 2001, most multiplexes played their first 
subtitled film – though not for very long and not with very much success. 

There is a very great lack of capital. I firmly believe that the best place to see an arthouse 
film is in an arthouse cinema. And what has happened in the last 17 years is that capital has
flooded into the marketplace for the provision of multiplexes – as was outlined in the
CinemaxX presentation. Most people in Europe are now within striking distance of a very
excellent cinema environment in which to see films with perfect clarity, great sound, 
comfortable seats, easy booking, and so forth. But the independent cinema experience is 
different. It’s more about an environment where one can converse about film, meet likeminded
people, and perhaps be in more of a club environment. The lack of capital has been for a 
number of reasons. Firstly there has been a fear about the explosion of the exhibition sector
throughout the world, most noticeably in America where at one point eight of the top ten
exhibitors were in chapter 11. That meant that the stock market looked with a lack of faith on
investment. Secondly, that audience is more discriminating, so the harder you work, the harder
they criticize. They’re very appreciative of your efforts, but as they tend to be older, better 
educated, more sophisticated, they also have higher expectations. So if you haven’t got it right,
you might lose them, and they may not come up to you and tell you what’s wrong, because
they treat you as a friend. They simply don’t come again, so it’s quite difficult to retain those
audiences. Also, they’re very frugal, they don’t spend money. The CinemaxX audiences love to
spend money.  15 year olds – their second favourite thing in the world is popcorn, and their
third favourite thing is coca cola – and the margins on those are much better than they are on
Chardonnay and carrot cake. So the investment is what I call a double whammy – you have a
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We believe that this is the first time that anyone in the world has tried to put together a
strategy like this. There are countries such as Norway and China that have a great deal of state
involvement with distribution and exhibition. And of course in France government has an 
overriding concern, but this has not really been the case in the UK or the rest of Europe. Before
the Film Council the BFI used to produce films - very arthouse - and that fund was absorbed 
by the Film Council along with British Screen. All funds for government intervention in film
production now go through the Film Council, and very importantly 20% of all Film Council
expenditure is marked for non-English European investment. Paul commented that the Film
Council has been running for four years. It only feels like it, it’s actually been running for 18
months, and right from the get-go it has been incredibly fortunate to back winners, so the first
film that the Film Council had overseen investment in through the Lotto and was responsible
for to get release was called Mike Bassett, England Manager. It did absolutely no business 
anywhere except England. It stepped across the border into Scotland and funnily enough it 
didn’t take a penny. 

But the next film – which was the first one that Film Council invested in itself, putting in 
3 million euro – as opposed to Lottery money – was Gosford Park which won an Oscar and has
grossed 20 million euro in the UK and done well in America and throughout Europe. It’s been 
a huge success. And in Berlin as well as in Sundance the Film Council won prizes for Bloody
Sunday, and we had four films in Cannes this year as opposed to zero last year. Even the
harshest critics in the UK would agree that in terms of production everything is coming up
roses. And 11 out of 12 board members are producers. So it’s a very production focus, and
now there’s a real attempt to grasp the nettle by dealing with distribution and exhibition.
Specialised Distribution and Exhibitiont does appear to be the department of cats and dogs,
because traditionally these are not the best of friends. But what we’re hoping is that there can
truly be a dialogue, and the needs of both sides can be examined. 
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The process that has been going on for the past two years: There was an appointment of 
consultancies looking into the availability of specialised exhibition and distribution, into 
education,  into the provision of digital technologies, and into models of best practice 
throughout Europe as well as Australia and South Africa. Then there was a period of industry
consultation where everybody from the managing directors of Odeon and UCI through to the
film societies and the smallest independent operators were consulted upon and asked to put
their views in writing, and given the opportunity to come to consultation meetings like this to
speak in forums and have one-to-one meetings whereby views could be expressed. At the end
of last year recommendations were made, and very soon – in fact ads have just gone out in the
trade papers in the UK for the appointment of a head of distribution and exhibition. 

So, we have the four funds.
The cinema exhibition fund which is 20 million euro over four years. This gets pretty 
complicated because it’s not Film Council money. This is the Arts Council of England which is
the overall superbody for the arts in England. And there are separate arts councils in Scotland,
Wales, and Northern Ireland which are being encouraged to provide monies for these similar
processes that will raise the values available. The cinema exhibition fund is for the building and 
refurbishment of screens, and there’s been an outcry against this from the commercial sector
– which is basically saying, ”No more screens. There’s enough screens in the UK. Just use the
existing screens better.” And there’s a certain argument to this because most cinemas are
empty most of the time. But it’s also true that major cities in the UK don’t have an arthouse
cinema. There’s definitely a need for investment in cinemas, and that’s what this is earmarked
for. But it’s also for the virtual circuit in which cinemas from all over the UK – multiplexes, 
miniplexes, independents - are being invited to take part in a circuit that would be centrally
booked, have central marketing services provided, so there would be a programme very much
modelled on the work of City Screen and Zoo, dispensing with producing individual brochures
for each and every cinema – that’s one of the things that categorizes the independent sector.
There’s very little marketing, because all the effort goes into producing individual brochures for
the individual cinemas. Where a number of cinemas are working together as a circuit, such as
City Screen, then those economies of scale come into play. 
(Editor’s note: Paul Homer informs that City Screen produces brochures for individual cinemas,
but from a central office in London.)
But when you’re producing a colour brochure for one cinema, perhaps with only one screen,
on a monthly basis it means that sometimes 15% of operating costs go into that single 
marketing exercise alone. Which is by definition reaching only regular customers. It’s keeping
them informed, it becomes your life blood, it becomes something that’s very hard to see
beyond because it’s so important to your customers. They regard it as their favourite 
magazine of the month. Further, there are cinemas that produce beautiful magazines,
brochures, monthly calendars that are then getting wasted by being put into junk sections of
newspapers that get thrown away before ever being read. The cinema exhibition fund 
therefore is looking at providing an instant network of independent minded screens that will 
be four-walled or leased for several years, using some of these funds available – in order to
address gaps where there is no existing independent cinema. As well as investment in 
refurbishment in existing screens and most importantly in new screens in towns where there 
is no provision at the moment. 

The cinema education fund of 1.5 million euro is self explanatory, but the methodology of
this has yet to be worked out. We don’t know if it’s going to be done on a regional basis,
because there are 9 newly formed regional screen agencies, reporting to the Film Council
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high investment for a high level of comfort and a high level of individual service, as these 
audiences demand better service. We often hear, when a film like Titanic opens in the UK, old
ladies who have not been to the cinema since Bette Davis was the star come to the multiplex,
buy their ticket, and just stand there waiting, because they expect to be shown to their seats.
It’s really sweet, but it does not tend to happen much any more. 

The shortage of prints is one of the biggest problems. The only film I know of, for which 
there was absolutely no shortage of prints, was Harry Potter. Warners had the philosophy that
everyone who wanted that film could have it, and at relatively reasonable terms, because they
had the stated objective to beat the old time box office record. But the print situation on 
subtitled films is much much much more difficult. Every single one of those prints is not only
three times the cost, but it’s incredibly carefully chosen. We’ve heard of 1,100 prints of
Spiderman or even more, but it’s not unusual for an arthouse French picture in Germany to
play on 11 prints, and perhaps 4 of those will be in Berlin and 7 in other cities around
Germany. So it’s on a totally different scale – one per cent of the number of prints. But a 
12th print could be something that could be debated at the company for hours, even though
it could only cost 5,000 euro to have it. Still, extra prints is a relatively low cost way to address
a problem of distribution of independent film, not only in the UK. You could have quite a 
profound impact by getting an extra print into the market place and circulate it. 

We are terribly proud in the UK of the fact that we invented film education. Back in 1985
there was a festival of Britain in Brighton – largely based at the Duke of York’s – and film 
education started with distributors and exhibitors getting together to jointly invest in the 
production of study guides with one or two teachers who were doing work with children in
London. Very quickly this boomed to become national campaigns that looked at film education
throughout England, Scotland, Wales, and Northern Ireland. It’s moved into France, it’s also
beginning in Germany, and a private company, a division of Paramount, is doing the same 
principle in America. Ten years ago I did the first study guides for La Reine Margaux and
Germinal, and there are going to be more, as the British Film Institute does work with foreign
language films, though on a very very limited scale. BFI has subsidized the work of teachers
and of education offices at City Screen cinemas and at Zoo cinemas and indeed UCI in
Manchester by providing 50% of the cost involved. 

So the goals are to broaden the range of films available to the widest possible audiences in a
greater variety of venues. To increase the availability and access to film education. The core is
students. I often say if you’re trying to market independent films there are three things to 
consider: Students, students, and students. They are the first to go, they’ve got the loudest
mouths, and they dissipate the word of mouth quickest. The variety of venues is both obvious
and yet somehow controversial. Quite simply put, it’s very hard to see independent films in a
rural environment, because there simply aren’t enough cinemas outside the city centers. 
We do have towns in the UK where there is an overscreening, a very high ratio of screens to
population. But none of them have too many independent cinemas. There are certainly not
enough venues for showing independent film to guarantee you access to a very wide range of
films, and one of the aspects that we’ve taken onboard is the film society movement which is 
a very British phenomenon. It’s quite powerful where there are few or no specialised cinemas
whatsoever. The film societies show films on 16mm, and they tend to be of an independent
nature, classic films or arthouse films. And these socities are suffering because quite simply
16mm is virtually out of circulation now. Hardly any films are being made available in this 
format, so they are all switching to DVD.
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The presentation was not met by 
undivided enthusiasm from the other
Brits. In reply to their sceptical 
questions and observations Paul Brett
named a few beautiful multiplexes in
which he has during festivals watched
independent films, such as the
CinemaxX in Potsdamer Platz. 

Meinolf Thies:
I think both of you are right. The
CinemaxX in Potsdamer Platz is a
unique multiplex and quite different
from the standard of UCI with which
I’m very familiar. But if we transfer 
the atmosphere of Potsdamer Platz to
Schönhausen we will fail as well. I’ll
agree with Blake on this because if we
try to get an arthouse audience to see 
a film, they have to use the same box
office, have to pass the concessions,
have to be in this coloured environment
of neon lights which they do not like.
And they have to queue in front of
auditorium 7, and in auditorium 6 is 
the new Van Damme film, so it’s two
complete opposites that have to meet,
and this is exactly why they do not wish
to watch arthouse films in a standard
multiplex.

Paul Brett proceeded to mention British
towns which would apply in the plan
mentioned and - more importantly, 
cinemas which are badly run and/or
run-down. As his statements were, in
his own words, positively libellous, this
report lets him off here.
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which look at all aspects of film for a region. And if the education funds go through that
route, there may be an education officer for each region or there might be one based at the
City Screen in Brighton, or the UCI in Manchester, or the UGC in Birmingham. 

The digital fund of 1.5 million euro over four years is a pitiful sum of money, and it’s 
therefore been decided that’s it’s best used at non-theatrical locations which means supporting
film societies in converting from 16mm to DVD technologies, and it’s estimated that a film 
society with perhaps 200 members would need to invest in the region of 10,000 euro to have
a full kit that would be able to provide DVD projection onto a sizeable screen in a relatively
straightforward fashion. This would be match funded, and we’re hoping to get match funding
from the Department of Trade and Industry, another government body, as well as looking at
what’s going on in Cyber Cinema, originating out of Germany, and perhaps most excitingly the
Filmhuset, the Swedish operation which uses the village halls for showing cultural cinema in
the tiniest villages up and down Sweden.

The P & A fund .. it’s the first time ever there’s been such a thing in the UK. We heard how
it’s applied in Denmark where even the most commercial of blockbusters can be subsidized, so
that they reach small villages. We tend to look at that in the UK as being the film societies, but
it’s estimated that there would be through this P&A fund 20 allocations of 75,000 euro over a
period of a year. If the right title were to get a benefit of 75,000 euro that could easily be
matched out of the Media + money, and that would give it a significant boost. A number of
extra prints could be struck, and there would be commensurate marketing support. I estimate
that if a print costs 5,000 euro it needs an extra 15,000 euro just to market that print. To give
it a reasonable shot at success, not only on an opening weekend, but to sustain it over a few
weeks. And the other interesting aspect about that fund is that it’s to look for innovation so
that you’re not just giving it to distributors that would have spent the money anyway. You’re
looking for additionality, so if you take a film such as Huit Femmes (Eight Women) which 
UGC will be releasing this year, they will get a tremendous amount of marketing support, but
we could go one more, you could do a nationwide poster campaign or work in co-operation
with cinemas and do a nationwide radio campaign – which would be unheard of for an
arthouse film and would get it real attention by taking significant competition prizes to a radio
station such as Classic FM. This way you’d be able to get a greater profile for a film. 

So that’s it, broadly. That’s what’s being done. It has certainly taken a lot of time and effort 
to get it off the ground in the UK, and we hope that it’s a reflection of the desire by the Film
Council to take a holistic view at the industry and realize that exhibition, and production, and
distribution do make up a virtuous circle that feed on each other, and if British production 
does well, British distribution and British exhibition do well – and if European productions do
well through European exhibition and European distribution, they all provide revenues for 
each other.
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ON THE CZECH REPUBLIC

David Horacek works for
Ster Century which is well
established in South Africa
under the name of  Ster
Kinekor and runs a lot of 
cinemas and multiplexes
there. In the middle of the 90’s
they decided to move into
Europe and now operate 6
multiplexes with a total of 57
screens in the two territories
of Slovakia and the Czech
Republic – and are established
in Poland as well. 

1989 brought a change of
the political system. Before this there were 80
million admissions a year. The population now
had the possibilites of travel and other sorts of
entertainment, and the result was a huge
decline in cinema admissions. In 1994 there
were still some 30 million admissions, but that
year the first commercial tv station opened,
and the decline continued. Admissions hit 
bottom with 7.5 million admissions in 1999, in
which year the first multiplex opened. Since
then more have opened, and admissions are
increasing again. In 2001 admissions were at
10.5 million – 3 million of which went to Ster
Kinekor cinemas - and further increase is
expected, though absolutely not to the former
level. The population is 10 million, so every 
citizen went to the cinema once in 2001. The
aim is now 1.5 visits per year or 15-16 million
in all within the next three or four years.
Domestic production plays a very important
role, turning out around 15 films each year, and

is responsible for about 25% of
the total admissions. 

There are not a lot marketing
initiatives yet. It was a major
task, when the first multiplex
opened in ’99, to make people
understand what a multiplex
stands for – almost like trying
to explain to people who knows
only an ancient eastern-built
copy of a Fiat what a new
Mercedes is. External companies
were used for big campaigns to
offer audiences the chance of
trying the multiplex. Booklets

were sold on the principle of ”buy one, get
one for free”  just to bring people inside. It was
a big success when first done in 2000 and was
repeated last year and again this summer in all
of the Ster Century cinemas. Although still 
efficient, it does not bring in as many people as
it did the first time around. David expects that
next year they will instead look into ways of
gaining repeated business from the existing
customers. Plans for frequent cinema goers
have been discussed for a couple of years, but
the serious start of such a programme has still
to come.

A few film festivals are arranged in the Czech
Republic. One of these, in existence for ten
years, is now hosted by one of the Ster Century
multiplexes which then has no ordinary 
programme for a whole week, the last week of
January. This year they showed some 350 
festival films from 55 countries during that

E U R O P E A N  C I N E M A  E X H I B I T I O N ,  E B E LT O F T  2 0 0 2

ON AUSTRIA

68

Victor Billek wanted to
become a farmer and studied
sociology in the 60’s, but then
made two short films for television,
feature films, and suddenly got
the chance to get into adult 
education. At that time nobody
would work in that field. He ran
a high school for grown-ups,
and as a part of this school he
began running a cinema – in
adult education you can teach
anything. So he started a cinema
- in a very naive way, he states -
and at the same time other 
students started a distribution.
Since this was not done as a political initiative,
Victor and his students got into their own 
distribution, and the other students opened
their own cinema. And there’s a third company,
a sort of municipal one. In Austria 90% of films
are American blockbusters, and only 10% are
from these three - Polyfilm, Filmladen, and
Stadtkino. 50% of all admissions take place in
Vienna, and the remaining admissions in the
provinces. The population is 8 million, 2 million
of which live in Vienna. 

For 13 years Victor has operated a one screen
cinema with 250 seats called the Film Casino
with 70,000 admissions per year and had plans
to make an arthouse multiplex as well, but did
not get the subsidies. At one point they invited
Nick Park to visit the cinema. This was a first
promotion in Vienna, and he flew straight from
there to L.A. to get his Oscar, and Polyfilm was
very proud of that. But then he made Chicken

Run with Spielberg, and
Victor hoped that this would
be the chance for Polyfilm, as
they knew Nick Park. But
now he is in quite a different
league. Anyway, they had
introduced his films – which
are not feature length films -
in Austria and distributed in
five prints. 
(Paul Brett informs that three of
Nick Park’s films were packaged
together and have played quite
a lot in Europe. The three
together make up 90 minutes.)

When distributing, Polyfilm is always in a 
conflict regarding the number of prints in
Vienna. On one hand they wish to concentrate
efforts in the Film Casino, but on the other
hand it is necessary to have prints with the
competition, the other cinemas, to gain more
admissions. The Film Casino shows films of
their own preference and has obtained a
unique image as one of the best cinemas in
Vienna. People go to the cinema confident
that whatever they play, it’s always interesting,
be it European, Mexican, Asian. And keeping
that up, they retain their target group. At the
moment Victor is trying to get the Palaestinian
film Divine Intervention which was shown in
Cannes. It’s an excellent film which describes
perfectly the political situation in Israel and the
atmosphere down there. If Polyfilm gets it,
their marketing will reflect the content of the
film, and they will combine the showings with
discussions on the subject. 
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