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Awareness Information Demand Action

TV

Press

Event

Pos

Digital

It was originally designed for just one media, as 
the example of the 1950 cigarette advert, show-
ing how the journey was brought out using only 
one media. A wareness means that I am aware of 
the brand; Information, I know what the brand 
is about and what it has to offer, as a functional 
response; Demand refers to the emotional benefits 
and elements of the brand, so, what you feel about 
the brand, and finally the Action, the act of buying 
the product. 

As time progresses and we all consume different 
Media during our life styles, we have to think of a 
whole variety of ways of telling a story and the dif-
ferent opportunities you have to talk to somebody.

 �Which media do you use according  
to their different strengths?

There is a variety of different media who play 
different parts in the journey, so that you can 
drive people through the journey using different 
elements. As an example we have TV, press, events 
and point of sale. It is important to understand the 
strengths of each media and how to use them in 
the different parts of the journey.

 �What part does digital play in this journey?

Obviously digital plays all parts of the journey, 
and there is a reason why digital is so special, 
mostly because it is consumed in multiple differ-
ent types of mindsets. In fact there are 4 different 
consumers’ mindsets, consumers are in when they 
consume digital media. The first mindset is ‘rela-
tionships’, as building relationships with friends, a 
one-to-one relationship created through email or 
messenger, to a one-to-many relationships created 
instead through blogs or social networks, com-
municating with your friends, like Facebook and 
Hotmail. The second mindset is ‘relaxation’, and it 
is about actively and passively consuming content. 
‘Research’, is about finding information, using 
Google, Wikipedia, S howTime’s of movies, actions 
to find specific information a person is interested 
in. The last is ‘retail’, so buying. All these mindsets 
show us that digital is different, because there is 

a whole variety of different consumers’ mindsets, 
and that’s why it can drive you trough the journey. 

 �How does digital fit in this journey?

Digital is flexible and dynamic enough to fit into 
any part of the journey.  For example relaxation 
is actively and passively consuming content.  Our 
company for example realized mini-clips on web-
sites, a good way to send a message and drive infor-
mation. We also developed games for the release 
of films as the «National Treasure» and «Mr Men». 
It is about raising awareness of what the product 
is about by getting in the faces of people when 
they are relaxing.  With straightforward websites, 
it is easy to form a relationship between the brand 
and the consumer, driving an emotional bond. The 
most relevant aspect is its entertainment content, 
making it easy to get across information.

Research can include a variety of different ele-
ments. As an example, if your product is on Cartoon 
Network, be sure that they have everything they 
need to make sure your brand has prominence on 
their website.  We gave the US  Cartoon Network 
site, as much digital assets and information to 
make sure «Mr Men» was promoted on their web-
site. It is important to think where your consumers 
are going to go to find information about your 
brand or the segment and genre your brand sits in. 
So it’s also important to understand the genres and 
where to place your information, making sure your 
brand is discoverable as much as possible on social 
bookmarks, pertinent websites, etc...

Information. Consumers will look for information 
about your brand or activity, so it’s a great opportu-
nity to give them as much information. 

Relationships. This is probably the area where the 
online really excels, because there aren’t many 
other media forming relationships with consumers. 
These relations can be formed in a whole variety of 
different ways and places; there are virtual worlds 
(as SecondLife), social networks, blogs, community 
sites and instant messenger tools. Apart from the 
communication between people this is the area 
where you can begin to create, with an honest 
advocacy that can change that journey.  Where 
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For relationships, demand is very important, offer-
ing opportunities to drive brand affiliations. 

Retailing. It is about making sure your product is 
promoted in the places where it’s sold. R etailing 
obviously drives the action, and there is the oppor-
tunity where digital can drive people trough the 
entire journey, not only through digital media, 
because also T V can be considered better that 
internet, but they are high prices applied, so 
you must analyze strengths and weaknesses and 
decide how to place information in relation with 
product and media available.

 �How did mobile fit in the total journey?

Only until a year ago mobile was just an occasion 
to offer and find information, today instead the 
opportunity is huge. Mobile is one of the devices 
people are attached emotionally the most to, it’s 
their space, so they find marketing the most intru-
sive, but things are changing. The iPhone and the 
whole new range of other devices are changing the 
dynamic and the mindset. Now people are relax-
ing and consuming content on their iPod, but as 
screens get bigger, technology and resolution gets 
better, the way of distributing and downloading is 
easier, mindsets change on individual devices. 

In Summary: you must think of what story you 
want to tell. T hink about the A IDA  journey and 
factual functional information you want people 
to know about your brand and product. S econd, 
think about the emotional relevance of your brand 
for people, so how you can make people form 
a relationship with your product.  Finally, think 
about the action, understand what you want to 
do, so you can target messages accordingly. 

Think about your audience, different audiences 
have different parts in that journey, so consider 
who they are, where they are, and how and when 
you want to tell that story.

you have those AIDA journeys, advocacy just does 
close the loop, who buys that products becomes a 
person who raises awareness of your brand, they 
can also talk about information, generate demand 
and drive action around your product, enhancing 
the entire journey. Online and digital is the main 
way you can find your «ambassadors», get them 
to do the work for you, particularly in the spaces 
a brand is present in. To find these people you can 
look at social networking sites making sure there 
is a presence, offering customisation, personalisa-
tion and self expression.  Make sure you give the 
tools so they can spread the word about your 
brand and product.

 �Which are the top five hints and tips  
for social marketing?

There are five hints for the social marketing:

The first one is «Help me don’t sell to me» - Don’t 
push a product in someone’s face or in a social 
network, but if you want to create a profile page, 
make it inviting, giving tools for self expression, 
customisation and personalisation 

«Keep it real» - Don’t pretend to be someone 
you’re not. There are many people who will sup-
port your product, so you just need to find your 
core ambassadors. 

«Make it unique, make it different» - People visit 
social media to find out about your media or 
product, so you look in profile pages to find differ-
ent information, personalisation, thinking what 
they want from a social environment. For example 
Xbox run a competition on the social networks 
with a great success. 

«Be open and accept whatever the consequenc-
es»  - Moderate your forums, comments, profiles, 
but only taking out offences and racist comments 
leaving an open conversation and other negative 
comments about your product.

«For us by us» - Use your community getting them 
to create it, get them to feed in the process, under-
stand and ultimately the product will be stronger 
and better.

Awareness Information Demand Action

Relaxa
tion

Research

Relation
ships

Retailing
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Video-on-Demand: the Case of UniversCiné

Jean Luc Ormières, UniversCiné

 �What is UniversCiné?

UniversCiné is a company which was created in 
France 7 years ago, when we realized that the the-
atrical distribution of our movies was decreasing. 
Each year in France the admissions are around 200 
millions for the theatrical exportation of the mov-
ies, some movies don’t have a proper showcase 
in theatres.  Instead of considering internet and 
VoD as competition, we thought that maybe we 
could have a place where films have a real new 
opportunity after theatrical. We decided to create 
a platform on which to gather producers and inde-
pendent distributors. T oday there are 50 share-
holders in the company. T hey represent 40% of 
the French yearly production, i.e.  roughly around 
85-90 movies a year, and since we have gathered 
with independent distribution companies, we rep-
resent around 20% of the number of films that are 
released in a year in France.

Most of the prominent independent actors in the 
field of distribution and production in France are 
shareholders of the company.

In fact each shareholder has 1 vote in any decision, 
and it can be tricky to handle 48 personalities who 
have been active for 7 years in the system.

 �On which basis was  
the platform established?

The specificity of the French context was the base 
to establish this platform.  Considering the pre-
existing chronology of media: according to which 
a film goes theatrical, then to rental video after 6 
months, then sale video, after 12 months premium 
TV, after 24 the second window of the premium 
TV , and after about 24-36 months it arrives to the 
first slot for free TV.

Since in most cases, producers were the actual 
owners of the video-on-demand license of their 
productions, we decided to gather them together 
in order to exploit them properly. The major deci-
sion was made by the founders who decided, in 
order to respect the work of the creative team, to 
comply with a «pay-as-you download» policy. S o 
every time you download a movie, you pay, and 
each producer or right owner can know specifi-
cally what has been done to each film.

 �Which are the main key dates  
for the establishment of your company?

In 2001, 23 independent French producers cre-
ated the company. In 2004 we understood that it 

could be a great tool for the dissemination of the 
French cinematographic culture around the world. 
So we built a specific network for the Ministry of 
Foreign A ffairs to allow every cultural institution 
in the world to have access through a specific 
login to an intranet where to download 150 films 
to show on VoD non commercial international 
rights. It was very interesting because then we did 
explore a legal work, searching the definition of 
the institutional video on demand, that is actually 
one of the most prominent services in culture for 
the ministers of foreign affairs. Places that didn’t 
show French speaking movies for years are show-
ing over 2, 3 every month. The dissemination of the 
culture through cultural institutions has therefore 
increased. In 2006 a better version of the web was 
launched, and in 2007 the production version. We 
applied for the first time to MEDIA  and received 
support.  In 2008, 18 new shareholders joined, 
opening the first university collection on IPTV. 

Our last application to MEDIA  was successful, so 
we will be supported for another year.

 �How many films do you have now in the 
catalogue and how do you deal with the 
legal aspects?

Up until today we have signed 750 films in the cat-
alogue, and out of these 600 have exclusive man-
dates.  We work on a simple exploitation licence, 
non exclusive, so you can sell your movie to any-
body else, and we exploit the movie on the web-
site, and, with a distribution VoD mandate you can 
sell the movie to other platforms or portals. 

The mandates are signed for a period of 3 years, 
and UniversCiné undertakes financially the com-
mercialisation, encoding and storage. 

 
Jean Luc Ormières
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and other non E uropean countries will repre-
sent 20%. S o the offer will be one of the widest 
among E uropean and international independent 
cinemas.

We are also working on B2B developments with 
schools and universities, based on the exper-
tise gained through the Foreign A ffairs platform 
(Educational, training and institutional VoD).

 �What is your idea about European 
networks of independent VoD platforms?

Our main idea is to help the creation of European 
sister platforms.  Building a federation of plat-
forms, with no capitalistic view, but we just want 
to suggest that platforms can be created and 
we can help, being providers of know-how.  We 
have 7 years of experience, we are a partner at an 
early stage so we have relationships with fellow 
producers or distributors all around E urope, and 
through media. Also we know how to build busi-
ness plans, to be an efficient financial partner, for 
example with Belgium. We can be even considered 
as a content provider, because we are clearing the 
rights for films.

 �How do you carry out the creation of 
independent VoD platforms?

Talking about the example in Belgium: T he first 
step is the creation of an association or a non prof-
it company that foreshadows the actual imple-
mentation of operating an independent VoD sister 
platform in thesaid country.  We try to use our 
relationships with our European fellow producers 
so as to create a gathering of producers and dis-
tributors from both communities.

We then have from 6 to 9 months dedicated to test 
and to validate all issues regarding content, rate-
setting depending on the different countries, and 
how to create potential sublicensing agreements 
to local internet service providers or telephone 
companies or competent authorities.

For the elaboration of the business plan, being 
supported by MEDIA we have a certain amount of 
money we can dedicate directly to the implemen-
tation of the platform, contributing to the financ-
ing, and assisting in fund sourcing.

 �What are you trying to achieve?

Once those platforms exist, we would like to be 
able to federate a network of platforms in which 
we would exchange content. At the moment we are 
actually working with five other countries in Europe.

 �There are 2 big questions at this point: some 
other initiatives have tried to gather a huge   
amount of content, and how can you do it 
when you have 5000 movies on a website?

Most European movies don’t get theatrical distri-
bution in other countries, so we try to have a sharp 
selection on artistic grounds, we offer films from 
everywhere in the E uropean countries and to a 
certain extent around the world, with the possibil-
ity to be shown.

If we do exploitation licence on our website on 
the revenues we give 60% to the producer owner 
and we keep 40%, and when the film is on other 
platforms we keep 20% and send back to the pro-
ducers 80% of the revenues, making us one of the 
most generous platforms in Europe.

 �What is the main specificity  
of your website?

On our website each film and project have a 
strong editorial content, and this is our specificity. 
We also provide the synopsis, reviews, technical 
information, interviews, from all the press, back-
ground of directors, so the material we deliver can 
be considered equivalent to a bonus on a DVD. 

 �What distribution agreements  
do you have with IPTV?

With IPTV we have a distribution agreement in 
which we have a barter channel where we can 
advertise our movies, and we want the specificity 
of our brand to appear. 

We published an exclusive interview we did with 
Laurent Cantet, director of the film «Entre les 
Murs» (Golden Palm in Cannes 2008) distributed 
and produced by one of the shareholders.  When 
the film was released in France, we were the ones 
delivering the exclusive interview at the very 
moment of release.

When we deal with IPTV or a portal we request the 
name UniversCiné to be shown.

 �What is your Agenda? 

Our agenda is modest. We want to hit the 3% of 
the French VoD market through IPTV and U.C. Web 
portal. By the end of the year the offer of films will 
represent 15% of the feature film offer in France, a 
very reasonable aim.

We would like to extend the editorial activities 
through B2B in order to confirm UniversCiné as a 
real independent cinema medium, like VoD, very 
comparable to the theatrical, along with other 
types of web publications. We would like to estab-
lish UniversCiné as a brand.

We are going to extend UniversCiné’s catalogue 
to non shareholding contributors, in order to have 
2000 films available as of 2010, 1100 by next year, 
so we will be able to offer a collection in which 
French movies will represent 40%, European 40% 
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there are a lot of things about memory, education, 
and the possibility for some countries to use it as 
an alternative to the lack of theatrical exhibition, 
as for example in Romania, that has 73 theatres for 
the whole population, so there is a real opportu-
nity for digital exploitation.

The problem is the search engine.  We are trying 
to do things in a very specific way helping to go 
through the website either through the Director 
or Actors’ name.

The second point is the big issue of how we will 
we be able to cooperate with the big telecom 
companies, making them aware that content is 
important. We also have to consider that while we 
are working on what can be called a niche market, 

Case Study: Walz With Bashir

Roiy Nitzan, Bridgit Folman Film Gang

In 2008 Roiy was recruited by Ari Folman to 
supervise the visual effects and compositing 
for «Waltz With Bashir», the highly-acclaimed 
film at Cannes 2008. Recently Roiy completed 
the work on an animation promo for BBC’s TV 
show «Unbreakables».

 �Can you tell us in a few words the story of 
the film and the way it was conceived?

«Waltz With Bashir» is a film that deals with  the 
memory of Israeli soldiers involved in the invasion 
of Lebanon in 1982 which culminated in the Sabra 
and Shatila massacre. It is directed by Ari Folman 
and it examines his experiences in the army and 
struggle to remember what happened as he inter-
views fellow soldiers from the time.

The strange title is taken from a scene with one of 
Folman’s interviewees who remembers taking a 
machine gun and dancing an ‘insane waltz’ amid 
enemy fire, with posters of Bashir Gemayel lining 
the walls behind him. Gemayel was the Lebanese 
president whose assassination helped trigger the 
massacre.

From there, the structure of the movie comprises 
a series of flashbacks as Folman reconstructs his 
experiences of war through conversations with 
those he fought alongside.  Folman is suggesting 
that people such as himself can extinguish trau-
matic moments from their past.  Yet war movies 
tend to suggest the opposite, that horrendous 
images of war are indelibly etched in our con-
science, forcing us to relieve past miseries. I believe 
that most people suppress such memories because 
it is a very proficient solution for existence. 

 
Roiy Nitzan

 �What makes Walz With Bashir  
a unique film?

The most unusual and startling aspect of the film 
is that it is animated, an unconventional approach 
for what is essentially a documentary.

 �How was the film animated?

Folman decided to animate the atrocities of war 
with the vibrant, angular drawings of David 
Polonsky, the graphic artist. He never trivialises its 
harsh subject. He chose to make an animated film 
because it afforded him far more artistic freedom.

 �Does this mean you had less freedom  
in other areas? 

Yes, in money. A nd also we lost control over the 
pace of the movie. Folman never said to the anima-
tors «do it faster» or «today we’ll finish this scene». 
I think the film was not planned in this way.  We 
thought we would do six minutes a month with 
six animators.  We did four minutes with eight 
animators.  It was double the budget.  We had no 
idea what we were getting into. We finished with 
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 �Why did you use Flash and not CGI?

For budget reasons. We were also looking for the 
slick look, it had to have this drawn quality to it. I 
think the question would be: why not classical ani-
mation, why not frame-by-frame? And the simple 
answer is time and budget. The Israeli animation 
market is really, really small, so we had to come up 
with a way to do this film very easily and cheaply. 
The total budget for this film is about $2 million, 
which for an animated feature, is very good.

Because the film deals with real stories, it was 
important not to stylize it too much.  You might 
call the style realistic, or you might call it objective, 
although it’s completely not objective. When cam-
era crews were finally allowed to enter the camps, 
the news shocked the world.  Only a few minutes 
of this authentic TV footage can be seen - at the 
very end of «Waltz with Bashir».  Occasionally, 
along the way, portrait images of Ariel Sharon and 
Menachem Begin can be seen in the background, 
as responsible figures who are pulling the strings 
of the invasion in the first place.

 �What was the decision behind cutting back 
to the actual newsreel footage at the end?

It was decided very early by A ri Folman.  It was 
essential and was more than just an artistic deci-
sion. T he massive piles of bodies, there’s some-
thing fatalistic about it, it was impossible to 
animate that.  We wanted to prevent someone 
coming out of the film thinking it was just a very 
cool animated movie, with great music and draw-
ings.  I think it put everything else before it in 
proportion, Folman’s personal story, but in the end 
this is the reality.

 �How close to reality are the actual images 
in the film? The dream sequence at the 
beginning, is that Folman’s actual dream?

They were Folman’s visions and free interpre-
tations of other people’s images. T hey had no 
input, they just told the story and this is it.  One 
of Folman’s friend told him about the dream with 
the 26 dogs and he imagined them in a cinematic 
way. The rest is animated documentary scenes.

 �What was the reaction in Cannes?

Following its premiere, the movie received a 
25-minute standing ovation. The film was launched 
like a rocket.

12 animators, and it has been very difficult to find 
the last two animators in Israel. The are very very 
few animators in Israel.

The time element is not the only important factor. 
The other important factor is the kind of personnel 
you can use in a film when you are using a certain 
technique.  You do not need to hire people who 
know how to draw, like producers do in Europe or 
in 2D animation.  In the film we had one depart-
ment doing the illustration and another depart-
ment simply animating it. The staff does not need 
to know how to illustrate. It is more like what you 
have in the 3D world, where you have one depart-
ment doing the rigs and another department who 
animates the characters.

 �What came first, the desire to make 
a documentary or the desire to make 
animated film?

It was always Ari’s intention to make an animated 
documentary. S ince he had already made many 
documentaries before it was a real excitement 
going for an animated one. 

 �What can you tell us about the animation 
process used in the film?

«Waltz With Bashir» was made first as a real video 
based on a 90-page script.  It was shot in a sound 
studio and cut as a 90-minute length video film. It 
was made into a story board, and then drawn with 
2300 illustrations that were turned into animation. 

The animation format was invented in our studio 
«Bridgit Folman Film Gang» by the director of 
animation Yoni Goodman.  It is a combination of 
Flash animation, classic animation and 3D.  It was 
important to make clear that by all means this 
film was not made by rotoscope animation, mean-
ing that we did not illustrate and paint over the 
real video. We drew it again from scratch with the 
great talent of art director David Polonsky and his 
three assistants. 

 �What about the characters?

All of the character animation was done in Flash. 
The characters were sketched and scanned in 
Photoshop, then copied into Flash and dismem-
bered into hundreds of tiny pieces to allow for 
complicated movement, while the backgrounds 
were Photoshop that were exposed to after-effects, 
and then the whole film was given a thick layer of 
after-effects. And there was a little bit of 3D (CGI).

Sometimes the scenes look like 3D scenes, but they 
are totally 2D. 
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