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Abstract	
  
The	
  bachelor	
  thesis	
  gives	
  an	
  overview	
  on	
  financing	
  paths	
  available	
  for	
  German	
  filmmakers.	
  
The	
  thesis	
  was	
  conducted	
  by	
  “Supermarket	
  Medien	
  GmbH”	
  in	
  the	
  form	
  of	
  project	
  
development.	
  	
  The	
  main	
  goals	
  of	
  the	
  work	
  were	
  to	
  define	
  financial	
  opportuniEes	
  for	
  the	
  
films,	
  record	
  and	
  analyze	
  the	
  crowdfunding	
  for	
  outreach	
  campaign	
  of	
  the	
  film	
  and	
  to	
  
evaluate	
  results.	
  The	
  objecEves	
  were	
  achieved	
  through	
  project	
  work,	
  qualitaEve	
  research	
  
on	
  specific	
  literature	
  about	
  this	
  topic	
  and	
  with	
  the	
  experts’	
  opinion	
  on	
  tradiEonal	
  and	
  
alternaEve	
  film	
  funding	
  and	
  promoEon.	
  	
  The	
  thesis	
  determines	
  the	
  terms	
  as	
  crowdfunding,	
  
broadcaster,	
  distributor,	
  etc	
  and	
  gives	
  an	
  introducEon	
  to	
  the	
  alternaEve	
  markeEng	
  tools.	
  !
The	
  report	
  provides	
  a	
  case	
  study	
  about	
  creaEve	
  documentary,	
  the	
  way	
  to	
  finance	
  it	
  and	
  to	
  
promote	
  it	
  before	
  the	
  release.	
  The	
  aim	
  of	
  the	
  project	
  was	
  to	
  gain	
  30	
  000	
  EUR	
  to	
  implement	
  
an	
  outreach	
  campaign	
  for	
  the	
  film.	
  The	
  author	
  has	
  worked	
  on	
  the	
  film	
  for	
  11	
  months.	
  The	
  
report	
  contains	
  descripEon	
  of	
  the	
  phases	
  of	
  crowdfunding,	
  reflects	
  communicaEon	
  plan	
  
and	
  has	
  a	
  capacious	
  analysis	
  of	
  the	
  campaign	
  results	
  and	
  suggesEons	
  for	
  future	
  
improvements.	
  !
In	
  spite	
  of	
  unsaEsfactory	
  results	
  of	
  the	
  campaign,	
  the	
  author	
  that	
  the	
  trust-­‐based	
  
relaEonship	
  with	
  audience	
  is	
  the	
  key	
  to	
  success.	
  The	
  work	
  can	
  be	
  a	
  guidance	
  for	
  beginning	
  
film-­‐makers,	
  which	
  need	
  a	
  pracEcal	
  guide	
  on	
  these	
  issues.	
  There	
  are	
  also	
  two	
  expert	
  
opinions,	
  which	
  express	
  the	
  experience	
  and	
  opinion	
  on	
  European	
  and	
  German	
  funding,	
  
crowdfunding	
  and	
  promoEon.
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1	
  INTRODUCTION	
  
!
When	
  a	
  producer	
  is	
  working	
  on	
  a	
  film,	
  his	
  two	
  main	
  concerns	
  are	
  how	
  to	
  finance	
  	
  the	
  

film	
  and	
  how	
  to	
  deliver	
  it	
  to	
  the	
  target	
  audience.	
  These	
  concerns	
  can	
  be	
  applied	
  to	
  all	
  

kinds	
  of	
  audiovisual	
  products,	
  but	
  there	
  are	
  some	
  specific	
  details	
  if	
  we	
  are	
  talking	
  

about	
  documentary	
  films.	
  Films	
  about	
  history,	
  art	
  and	
  science	
  or	
  ficEon	
  films	
  are	
  

aimed	
  to	
  entertain	
  the	
  audience,	
  but	
  a	
  large	
  number	
  of	
  documentary	
  films	
  raise	
  so-­‐

cial	
  and	
  poliEcal	
  topics	
  which	
  are	
  currently	
  important	
  today.	
  Through	
  these	
  films,	
  the	
  

filmmaker	
  is	
  able	
  to	
  akract	
  the	
  akenEon	
  of	
  the	
  audience	
  to	
  the	
  several	
  problems	
  

which	
  need	
  to	
  be	
  noEced	
  in	
  	
  society.	
  Entertainment	
  films	
  are	
  targeted	
  to	
  make	
  a	
  fi-­‐

nancial	
  profit,	
  but	
  social	
  documentaries	
  have	
  social	
  and	
  educaEonal	
  purposes,	
  and	
  

they	
  can	
  potenEally	
  catalyze	
  posiEve	
  social	
  changes.	
  	
  

To	
  make	
  these	
  changes	
  possible,	
  documentary	
  filmmakers	
  should	
  use	
  a	
  wide	
  range	
  of	
  

tools	
  that	
  should	
  be	
  arEsEc	
  and	
  akracEve	
  both	
  in	
  terms	
  of	
  a	
  moEon	
  picture	
  and	
  in	
  

terms	
  of	
  markeEng	
  tools.	
  The	
  producer	
  should	
  plan	
  the	
  acEons	
  so	
  that	
  they	
  would	
  

contribute	
  to	
  the	
  change	
  of	
  the	
  altude,	
  values	
  and	
  approach	
  of	
  the	
  public	
  to	
  the	
  

topic	
  (Finneran,	
  2014).	
  This	
  is	
  not	
  an	
  easy	
  task,	
  and	
  it	
  can	
  be	
  further	
  complicated	
  by	
  

the	
  lack	
  of	
  human	
  and	
  financial	
  resources	
  in	
  documentary	
  film	
  companies.	
  These	
  dif-­‐

ficulEes	
  are	
  especially	
  related	
  to	
  small	
  and	
  middle-­‐size	
  producEon	
  companies.	
  Usual-­‐

ly,	
  these	
  kinds	
  of	
  films	
  are	
  funded	
  by	
  	
  broadcasters	
  or,	
  in	
  rare	
  cases,	
  by	
  private	
  inter-­‐

ested	
  persons.	
  

However,	
  these	
  companies	
  sEll	
  find	
  ways	
  to	
  finance	
  and	
  promote	
  their	
  projects	
  by	
  

using	
  tradiEonal	
  and	
  alternaEve	
  ways	
  for	
  financing	
  and	
  promoEon.	
  This	
  can	
  be	
  done,	
  

for	
  example,	
  by	
  involving	
  the	
  target	
  audience	
  of	
  the	
  film	
  to	
  support	
  the	
  film	
  or	
  to	
  par-­‐

Ecipate	
  in	
  the	
  promoEon	
  or	
  to	
  give	
  donaEons	
  to	
  the	
  project.	
  Quite	
  onen	
  filmmakers	
  

are	
  now	
  using	
  financing	
  and	
  markeEng	
  at	
  the	
  same	
  Eme,	
  and	
  the	
  most	
  recent	
  exam-­‐

ple	
  of	
  that	
  combinaEon	
  is	
  crowdfunding.	
  

The	
  creaEve	
  documentary	
  Because	
  of	
  Who	
  I	
  Am raises	
  a	
  topic	
  which	
  is	
  pressing	
  in	
  
certain	
  parts	
  of	
  the	
  world,	
  for	
  example	
  in	
  the	
  Middle	
  East	
  and	
  Africa.	
  The	
  film	
  tells	
  a	
  

story	
  of	
  two	
  homosexual	
  filmmakers	
  who	
  are	
  traveling	
  worldwide	
  and	
  meeEng	
  ho-­‐

mosexual	
  arEsts.	
  Some	
  of	
  the	
  arEsts	
  live	
  and	
  work	
  in	
  areas	
  where	
  the	
  rights	
  of	
  the	
  

LGBT	
  (Lesbian	
  Gay	
  Bisexual	
  Transgender)	
  community	
  are	
  protected	
  and	
  where	
  the	
  

human	
  rights	
  movements	
  have	
  had	
  a	
  major	
  breakthrough.	
  However,	
  some	
  of	
  the	
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arEsts	
  have	
  to	
  struggle	
  in	
  everyday	
  life	
  because	
  of	
  their	
  art	
  and	
  sexual	
  orientaEon	
  

and	
  because	
  LGBT	
  rights	
  are	
  not	
  respected	
  in	
  the	
  countries	
  where	
  they	
  live.	
  The	
  film	
  

was	
  made	
  for	
  the	
  ARTE/rbb	
  TV	
  channel,	
  and	
  it	
  has	
  a	
  52-­‐minute	
  version	
  for	
  broadcast-­‐

ing	
  and	
  an	
  extended	
  version	
  for	
  cinema	
  screens	
  and	
  fesEvals.	
  It	
  was	
  produced	
  by	
  

two	
  producEon	
  companies:	
  Boekamp&Kriegsheim	
  GmbH and	
  Supermarket	
  Medien	
  

GmbH.	
  

The	
  topic	
  of	
  human	
  rights	
  protecEon	
  and	
  LGBT	
  equality,	
  which	
  are	
  featured	
  in	
  the	
  

film,	
  are	
  nowadays	
  acEvely	
  discussed	
  in	
  the	
  Western	
  society	
  and	
  exposed	
  in	
  the	
  me-­‐

dia.	
  At	
  the	
  same	
  Eme,	
  Middle	
  East	
  countries,	
  African	
  countries	
  and	
  Russia	
  are	
  creat-­‐

ing	
  their	
  own	
  media	
  products,	
  promoEng	
  an	
  opposite	
  altude	
  towards	
  the	
  issue	
  and	
  

having	
  a	
  certain	
  impact	
  on	
  the	
  audience.	
  The	
  film	
  is	
  targeted	
  first	
  of	
  all	
  at	
  the	
  ARTE	
  

audience,	
  who	
  are	
  adults	
  from	
  25-­‐40	
  and	
  interested	
  in	
  cultural	
  programs,	
  and	
  at	
  

people	
  who	
  are	
  not	
  indifferent	
  about	
  social	
  and	
  poliEcal	
  topics.	
  The	
  strong	
  outreach	
  

campaign	
  accompanying	
  the	
  film	
  does	
  not	
  only	
  describe	
  the	
  parEcular	
  feelings	
  of	
  the	
  

protagonists,	
  but	
  also	
  calls	
  for	
  acEon	
  for	
  the	
  issue.	
  Because	
  of	
  Who	
  I	
  Am is	
  not	
  pro-­‐
moEng	
  the	
  homosexual	
  orientaEon,	
  but	
  illuminaEng	
  the	
  stories	
  of	
  people	
  who	
  are	
  

experiencing	
  different	
  altudes	
  towards	
  their	
  art	
  and	
  way	
  of	
  living.	
  At	
  the	
  same	
  Eme	
  

it	
  is	
  speaking	
  for	
  changes	
  by	
  describing	
  their	
  their	
  work	
  and	
  acEvism.	
  	
  

I	
  chose	
  this	
  topic	
  for	
  my	
  Bachelor	
  thesis,	
  because	
  I	
  began	
  my	
  pracEcal	
  training	
  period	
  

in	
  the	
  producEon	
  company	
  as	
  a	
  film	
  producEon	
  assistant.	
  I	
  started	
  the	
  work	
  for	
  the	
  

project	
  by	
  making	
  an	
  extensive	
  background	
  informaEon	
  search	
  about	
  the	
  protago-­‐

nists	
  and	
  then	
  wrote	
  the	
  theoreEcal	
  basis	
  on	
  the	
  funding	
  opportuniEes	
  and	
  film	
  mar-­‐

keEng.	
  I	
  realized	
  that	
  I	
  wanted	
  to	
  broaden	
  my	
  knowledge	
  on	
  film	
  financing	
  in	
  Ger-­‐

many,	
  to	
  find	
  out	
  the	
  possibiliEes	
  available	
  for	
  documentary	
  producEon	
  and	
  to	
  learn	
  

more	
  about	
  alternaEve	
  financing	
  and	
  promoEonal	
  tools.	
  The	
  promoEon	
  of	
  a	
  docu-­‐

mentary	
  film	
  in	
  the	
  form	
  of	
  outreach	
  is	
  an	
  interesEng	
  topic	
  for	
  me	
  because	
  it	
  acE-­‐

vates	
  the	
  audience	
  and	
  inspires	
  people	
  for	
  changes	
  and	
  acEons	
  to	
  reduce	
  intolerance	
  

in	
  the	
  society.	
  It	
  is	
  not	
  a	
  tradiEonal	
  way,	
  but	
  it	
  has	
  more	
  in	
  common	
  with	
  social	
  ac-­‐

Evism,	
  and	
  audiovisual	
  works	
  have	
  more	
  influence	
  on	
  people’s	
  minds	
  than	
  just	
  a	
  call	
  

for	
  change.	
  	
  

!
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The	
  mission	
  of	
  the	
  company	
  is	
  to	
  promote	
  and	
  to	
  create	
  markeEng	
  and	
  strategies	
  for	
  

documentary	
  films	
  with	
  social	
  and	
  poliEcal	
  topics,	
  to	
  involve	
  potenEal	
  partners	
  and	
  

to	
  simplify	
  the	
  connecEon	
  between	
  filmmakers	
  and	
  distributors.	
  The	
  crowdfunding	
  

and	
  outreach	
  campaign	
  was	
  a	
  pilot	
  project	
  for	
  Supermarket	
  Medien	
  GmbH,	
  and	
  in	
  
case	
  of	
  the	
  success	
  of	
  the	
  project,	
  the	
  company	
  could	
  akract	
  more	
  interest	
  from	
  the	
  

partners.	
  For	
  me,	
  a	
  beginner	
  in	
  film	
  producing	
  and	
  promoEon,	
  this	
  was	
  my	
  first	
  work	
  

experience	
  in	
  the	
  industry.	



!
The	
  thesis	
  includes	
  a	
  theoreEcal	
  background	
  part	
  on	
  the	
  resources	
  for	
  film	
  financing,	
  

and	
  it	
  gives	
  a	
  short	
  introducEon	
  to	
  film	
  promoEon.	
  In	
  addiEon	
  to	
  that,	
  two	
  producers	
  

of	
  the	
  film	
  shared	
  their	
  experiences	
  and	
  opinions	
  concerning	
  film	
  producing.	
  The	
  fol-­‐

lowing	
  chapters	
  provide	
  the	
  informaEon	
  about	
  how	
  the	
  case	
  was	
  financed	
  and	
  pro-­‐

moted,	
  what	
  tools	
  and	
  strategies	
  were	
  used	
  for	
  it	
  and	
  what	
  kinds	
  of	
  results	
  were	
  ob-­‐

tained.	
  In	
  the	
  appendix,	
  a	
  full	
  version	
  of	
  the	
  interviews	
  with	
  the	
  experts	
  is	
  available.	
  

2	
  THEORETICAL	
  FOUNDATION	
  

2.1	
  Financing	
  opportuni/es	
  of	
  a	
  documentary	
  

!
The	
  term	
  documentary comes	
  from	
  the	
  word	
  “document”, and	
  the	
  filmmaker	
  

records	
  the	
  reality	
  which	
  he	
  is	
  observing	
  without	
  a	
  minutely	
  wriken	
  manuscript.	
  A	
  

documentary	
  film	
  is	
  close	
  to	
  journalism,	
  especially	
  if	
  it	
  does	
  not	
  only	
  observe	
  but	
  also	
  

invesEgates	
  a	
  certain	
  subject.	
  According	
  to	
  Ellis	
  (2005,	
  4),	
  Grierson	
  (1966)	
  says	
  that	
  a	
  

documentary	
  film	
  is	
  a	
  creaEve	
  treatment	
  of	
  actuality	
  and	
  it	
  akempts	
  to	
  reach	
  some	
  

value	
  apart	
  from	
  entertainment	
  and	
  financial	
  profit.	
  

For	
  a	
  successful	
  accomplishment	
  of	
  producEon,	
  the	
  producer	
  should	
  have	
  a	
  planned	
  

budget	
  and	
  an	
  idea	
  of	
  the	
  possible	
  financing	
  sources	
  that	
  he	
  will	
  use.	
  For	
  general	
  film	
  

financing,	
  Garon	
  (2009,	
  106)	
  has	
  defined	
  three	
  major	
  possibiliEes	
  for	
  any	
  kind	
  of	
  au-­‐

diovisual	
  producEon:	
  debt,	
  equity	
  and	
  advance	
  sales.	
  In	
  the	
  documentary	
  sectors,	
  the	
  

most	
  common	
  ones	
  are	
  equity	
  and	
  advance	
  sales.	
  A	
  non-­‐ficEon	
  film	
  producEon	
  usu-­‐

ally	
  requires	
  smaller	
  investments	
  than	
  a	
  ficEon	
  film.	
  Filmmakers	
  usually	
  ask	
  investors	
  

or	
  insEtuEons	
  to	
  support	
  them	
  financially,	
  but	
  usually	
  there	
  are	
  no	
  recoupments,	
  be-­‐
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cause	
  documentary	
  films	
  rarely	
  make	
  big	
  profits	
  (Aufderheide,	
  2007).	
  That	
  is	
  why	
  a	
  

debt	
  scheme	
  is	
  not	
  successful	
  in	
  case	
  of	
  documentary	
  producEons.	
  Documentaries	
  

that	
  are	
  raising	
  social	
  issues	
  are	
  appropriate	
  for	
  more	
  financing	
  opEons	
  than	
  films	
  

with	
  neutral	
  topics,	
  such	
  as,	
  for	
  example,	
  art	
  and	
  science	
  (Warshawski,	
  2010).	
  A	
  

project	
  can	
  be	
  funded	
  through	
  partners	
  who	
  have	
  an	
  interest	
  	
  in	
  the	
  issue,	
  or	
  then	
  

the	
  producer	
  can	
  use	
  tradiEonal	
  financing	
  possibiliEes.	
  	
  

!
Equity	
  and	
  advance	
  sales	
  give	
  the	
  producer	
  an	
  opportunity	
  to	
  fill	
  the	
  budget	
  before	
  

the	
  start	
  of	
  the	
  principal	
  photography	
  and,	
  if	
  it	
  is	
  necessary,	
  to	
  increase	
  the	
  budget	
  

through	
  aner	
  sales	
  (Canfield,	
  2010).	
  This	
  model	
  is	
  the	
  most	
  common	
  in	
  Europe	
  and	
  

parEcularly	
  in	
  Germany.	
  Here,	
  the	
  main	
  sources	
  for	
  film	
  financing	
  are	
  broadcasters,	
  

covering	
  the	
  major	
  producEon	
  costs,	
  state	
  funding	
  commissions,	
  co-­‐producEons	
  with	
  

producers	
  from	
  other	
  countries	
  and	
  the	
  support	
  of	
  private	
  investors	
  or	
  foundaEons	
  

(German	
  films,	
  2015).	
  If	
  tradiEonal	
  financing	
  ways	
  are	
  not	
  covering	
  the	
  budget,	
  the	
  

producer	
  can	
  resort	
  to	
  alternaEve	
  ways	
  of	
  film	
  financing,	
  such	
  as	
  crowdfunding.	
  It	
  is	
  

a	
  request	
  to	
  the	
  public	
  to	
  donate	
  money	
  for	
  a	
  specific	
  project	
  in	
  exchange	
  for	
  various	
  

rewards	
  (Armstrong,	
  2014).	
  

2.2	
  German	
  model	
  of	
  film	
  financing	
  

!
In	
  Germany,	
  the	
  state	
  support	
  for	
  the	
  culture	
  and	
  media	
  industry	
  is	
  impressive	
  in	
  

comparison	
  with	
  the	
  other	
  European	
  countries.	
  The	
  public	
  film	
  funding	
  structure	
  is	
  

bonded	
  with	
  a	
  governmental	
  structure	
  where	
  film	
  industry	
  is	
  acEvely	
  supported	
  on	
  a	
  

naEonal	
  and	
  regional	
  level	
  (Talavera	
  Milla,	
  2010).	
  It	
  is	
  important	
  to	
  note	
  that	
  with	
  this	
  

support	
  the	
  German	
  film	
  industry	
  is	
  rapidly	
  expanding.	
  From	
  2004	
  to	
  2015,	
  German	
  

film	
  producEon	
  has	
  increased	
  by	
  80%,	
  and	
  this	
  has	
  had	
  a	
  major	
  role	
  in	
  the	
  growth	
  of	
  

internaEonal	
  co-­‐producEon	
  which	
  went	
  up	
  by	
  68%.	
  The	
  documentary	
  budget	
  has	
  

grown	
  from	
  2006	
  to	
  2013	
  by	
  71,2%	
  (The	
  German	
  Film	
  Scene,	
  2014).	
  The	
  budget	
  of	
  

films	
  produced	
  in	
  Germany	
  has	
  increased	
  from	
  2007.	
  (see	
  Figure	
  1)	
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!
Figure	
  1.	
  The	
  budget	
  of	
  German	
  films	
  has	
  increased	
  from	
  2006	
  to	
  2013.	
  	
  

(German	
  films,	
  2015,	
  2)	
  !
!
The	
  European	
  Union	
  partly	
  supports	
  the	
  film	
  business	
  development	
  in	
  Germany	
  

through	
  the	
  CreaEve	
  Europe	
  program.	
  It	
  promotes	
  European	
  media	
  products	
  and	
  

sEmulates	
  the	
  media	
  market	
  (CreaEve	
  Europe,	
  2013,	
  1).	
  

!
One	
  of	
  the	
  most	
  remarkable	
  phenomena	
  in	
  the	
  development	
  of	
  film	
  producEon	
  in	
  

Europe	
  and	
  Germany	
  is	
  governmental	
  support.	
  The	
  German	
  system	
  is	
  far	
  more	
  ad-­‐

vanced	
  and	
  flexible	
  to	
  the	
  local	
  filmmakers	
  in	
  comparison	
  with	
  some	
  other	
  European	
  

countries.	
  Public	
  film	
  funding	
  is	
  closely	
  connected	
  to	
  the	
  state’s	
  cultural	
  commission	
  

which	
  supports	
  the	
  audiovisual	
  sector	
  on	
  naEonal	
  and	
  regional	
  levels	
  (Talavera	
  Milla,	
  

2010).	
  Due	
  to	
  the	
  government	
  support,	
  the	
  German	
  film	
  industry	
  has	
  been	
  growing	
  

rapidly	
  during	
  the	
  last	
  few	
  years.	
  From	
  2004	
  to	
  2015,	
  German	
  film	
  producEon	
  has	
  in-­‐

creased	
  by	
  80%,	
  and	
  this	
  has	
  had	
  a	
  major	
  role	
  in	
  the	
  growth	
  of	
  internaEonal	
  co-­‐pro-­‐

ducEon	
  which	
  went	
  up	
  by	
  68%.	
  The	
  documentary	
  budget	
  has	
  grown	
  from	
  2006	
  to	
  

2013	
  by	
  71,2%	
  (The	
  German	
  Film	
  Scene.	
  2014).	
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!
German	
  state	
  foundaEons	
  play	
  a	
  major	
  role	
  in	
  film	
  financing,	
  especially	
  for	
  documen-­‐

taries.	
  There	
  are	
  two	
  key	
  organizaEons:	
  FFA	
  (Filmförderungsanhalt),	
  which	
  is	
  the	
  
German	
  Federal	
  Film	
  Fund,	
  and	
  the	
  Federal	
  Commissioner	
  for	
  Culture	
  and	
  Media.	
  FFA	
  

is	
  the	
  head	
  organizaEon	
  for	
  regional	
  funding,	
  and	
  the	
  second	
  organizaEon	
  is	
  a	
  part	
  of	
  

parliament	
  and	
  coordinates	
  the	
  quesEons	
  of	
  culture	
  on	
  the	
  legislaEon	
  level	
  (Talavera	
  

Milla,	
  2010).	
  

!
Every	
  German	
  state	
  has	
  a	
  regional	
  film	
  commission	
  which	
  operates	
  on	
  a	
  local	
  level	
  

(Bundesland)	
  and	
  is	
  working	
  with	
  the	
  companies	
  registered	
  there.	
  Berlin	
  and	
  Bran-­‐

denburg	
  have	
  an	
  organizaEon	
  called	
  Medienboard	
  which	
  funds	
  all	
  kinds	
  of	
  media	
  

projects	
  in	
  that	
  area.	
  There	
  are	
  two	
  major	
  aims	
  for	
  Medienboard.	
  First	
  of	
  all,	
  one	
  aim	
  

is	
  to	
  make	
  the	
  region	
  akracEve	
  to	
  investors	
  and	
  partners	
  for	
  business	
  development,	
  

and	
  the	
  other	
  aim	
  is	
  to	
  provide	
  professional	
  advice	
  and	
  finances	
  for	
  projects	
  that	
  

could	
  be	
  profitable	
  for	
  the	
  area.	
  Medienboard	
  should	
  make	
  Berlin	
  the	
  most	
  success-­‐

ful	
  city	
  in	
  Germany	
  in	
  the	
  sector	
  of	
  culture	
  and	
  economics.	
  	
  

The	
  funds	
  are	
  working	
  on	
  an	
  equity	
  basis,	
  so	
  the	
  producer	
  should	
  have	
  some	
  other	
  

resources	
  for	
  film	
  financing	
  or	
  invest	
  by	
  him.	
  Both	
  organizaEons	
  require	
  producers	
  to	
  

show	
  adequate	
  equity	
  interest	
  towards	
  financing	
  the	
  project,	
  which	
  means	
  that	
  the	
  

commissions	
  are	
  not	
  fully	
  financing	
  films	
  (Medienboard	
  Guidelines,	
  2010,	
  p.4).	
  The	
  

possible	
  co-­‐producEon	
  with	
  producers	
  from	
  other	
  countries,	
  lekers	
  of	
  commitment	
  

and	
  interest	
  signed	
  by	
  the	
  broadcasters	
  are	
  valuable	
  proofs	
  for	
  state	
  funding.	
  Medi-­‐

enboard	
  and	
  FFA	
  have	
  the	
  aim	
  to	
  raise	
  the	
  number	
  of	
  producEons	
  and	
  co-­‐produc-­‐

Eons	
  in	
  the	
  country.	
  This	
  is	
  why	
  they	
  are	
  interested	
  if	
  the	
  producer	
  has	
  interested	
  

partners	
  to	
  work	
  with.	
  Medienboard	
  also	
  can	
  extend	
  the	
  budget	
  of	
  TV	
  films	
  if	
  they	
  

are	
  valuable	
  for	
  the	
  region	
  and	
  they	
  have	
  unusually	
  high	
  costs	
  (Medienboard	
  Guide-­‐

lines	
  2010,	
  7).	
  Funding	
  is	
  Eed	
  to	
  an	
  obligatory	
  distribuEonal	
  contract	
  with	
  the	
  right	
  of	
  

commercial	
  screening	
  in	
  the	
  German	
  cinemas.	
  It	
  does	
  not	
  apply	
  to	
  documentary	
  

films,	
  which	
  means	
  that	
  in	
  this	
  case	
  the	
  internaEonal	
  distribuEon	
  replaces	
  the	
  

screenings	
  in	
  the	
  theaters	
  (Medienboard	
  Guidelines	
  2010,	
  6).	
  

!
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Another	
  way	
  to	
  finance	
  a	
  documentary	
  film	
  is	
  advance-­‐sales.	
  For	
  documentary	
  films,	
  

advance-­‐sales	
  mean	
  financing	
  through	
  a	
  broadcaster.	
  According	
  to	
  Cones	
  (2013,	
  57),	
  

broadcast	
  television	
  is	
  a	
  supported	
  television,	
  including	
  networks,	
  independent	
  sta-­‐

Eons	
  and	
  public	
  broadcasEng.	
  TV	
  channels	
  are	
  the	
  main	
  customers for	
  documentary	
  

films,	
  especially	
  if	
  they	
  are	
  not	
  art	
  films	
  which	
  can	
  be	
  interesEng	
  only	
  to	
  the	
  certain	
  

group	
  of	
  people.	
  The	
  portal	
  German	
  films	
  (2015)	
  states	
  that	
  there	
  are	
  two	
  main	
  pub-­‐

lic	
  TV	
  corporaEons	
  in	
  Germany:	
  ARD	
  and	
  ZDF.	
  All	
  the	
  other	
  TV	
  channels	
  are	
  private.	
  

The	
  government	
  supports	
  more	
  willingly	
  these	
  public	
  corporaEons	
  than	
  the	
  private	
  

broadcasters	
  (German	
  films,	
  2015).	
  

2.3	
  Financing	
  through	
  broadcasters	
  and	
  distributors	
  

!
As	
  it	
  was	
  stated	
  before,	
  TV	
  channel	
  can	
  invest	
  the	
  biggest	
  part	
  of	
  the	
  budget	
  to	
  the	
  

film.	
  Usually,	
  the	
  financing	
  of	
  the	
  film	
  is	
  happening,	
  when	
  the	
  film	
  is	
  on	
  pre-­‐produc-­‐

Eon	
  or	
  producEon	
  stage.	
  This	
  type	
  of	
  contract	
  is	
  called	
  pre-­‐sale and	
  is	
  a	
  license	
  of	
  
moEon	
  pictures	
  that	
  is	
  agreed	
  and	
  signed	
  before	
  the	
  start	
  of	
  principal	
  photography	
  

(Cones	
  2013,	
  293).	
  Pre-­‐sale	
  financing	
  allows	
  the	
  film	
  company	
  to	
  have	
  the	
  docu-­‐

mented	
  leker	
  of	
  commitment	
  from	
  the	
  TV	
  channel	
  and	
  with	
  it	
  akract	
  new	
  partners,	
  

for	
  example	
  for	
  co-­‐producEon.	
  

!
Usually	
  TV	
  channel	
  gives	
  to	
  the	
  filmmaker	
  freedom	
  in	
  producEon,	
  although	
  the	
  major	
  

things	
  as	
  concept	
  and	
  protagonists	
  are	
  discussed	
  and	
  agreed	
  with	
  commissioning	
  edi-­‐

tor.	
  This	
  model	
  is	
  more	
  common	
  in	
  Germany	
  than	
  in	
  the	
  other	
  countries	
  (German	
  

films,	
  2015).	
  The	
  TV	
  channel	
  and	
  TV	
  company	
  divide	
  the	
  copyrights	
  for	
  the	
  film,	
  but	
  

the	
  condiEons	
  always	
  depend	
  on	
  the	
  certain	
  type	
  of	
  contract.	
  As	
  an	
  example,	
  TV	
  

channel	
  ARTE,	
  which	
  provided	
  the	
  most	
  money	
  for	
  producEon,	
  has	
  the	
  rights	
  for	
  

Germany	
  and	
  France,	
  because	
  it	
  is	
  a	
  German-­‐French	
  TV	
  channel.	
  

!
Previous	
  examples	
  were	
  menEoned	
  to	
  discuss	
  how	
  to	
  finance	
  film	
  in	
  advance.	
  To	
  ex-­‐

tend	
  the	
  budget	
  or	
  to	
  make	
  a	
  financial	
  profit	
  from	
  the	
  film,	
  the	
  filmmaker	
  should	
  

think	
  consider	
  the	
  distribuEon	
  ways	
  as	
  well	
  as	
  how	
  the	
  film	
  will	
  be	
  available	
  for	
  the	
  

audience.	
  In	
  order	
  to	
  present	
  the	
  product	
  to	
  internaEonal	
  markets	
  and	
  to	
  be	
  featured	
  

for	
  the	
  public,	
  the	
  film	
  can	
  parEcipate	
  in	
  the	
  film	
  fesEvals	
  or	
  be	
  pitched	
  on	
  a	
  film	
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market.	
  Pitching	
  the	
  project	
  is	
  a	
  way	
  to	
  find	
  a	
  co-­‐producer	
  from	
  another	
  country,	
  to	
  

find	
  distribuEon	
  channels	
  and	
  to	
  build	
  future	
  business	
  connecEons.	
  

!
Cones	
  (2013)	
  gives	
  an	
  explanaEon	
  of	
  distribuEon	
  as	
  selling	
  or	
  licensing	
  a	
  film	
  to	
  dif-­‐

ferent	
  markets	
  along	
  with	
  the	
  adverEsing	
  and	
  promoEon	
  of	
  the	
  film.	
  DistribuEon	
  is	
  

the	
  process	
  of	
  placing	
  a	
  film	
  in	
  online	
  or	
  offline	
  venues,	
  to	
  make	
  it	
  accessible	
  for	
  the	
  

audience.	
  Usually	
  it	
  goes	
  through	
  theatrical	
  release,	
  naEonal	
  and	
  internaEonal	
  

broadcasters,	
  screenings	
  on	
  the	
  film	
  fesEvals,	
  and	
  DVD	
  sales.	
  The	
  filmmaker	
  usually	
  

plans	
  the	
  possible	
  distribuEon	
  ways	
  far	
  before	
  of	
  the	
  film	
  release	
  (Verellen,	
  2010).	
  

DistribuEon	
  and	
  promoEon	
  are	
  closely	
  connected	
  to	
  each	
  other,	
  because	
  without	
  

proper	
  markeEng	
  campaign,	
  it	
  would	
  not	
  be	
  possible	
  to	
  draw	
  akenEon	
  of	
  the	
  audi-­‐

ence	
  to	
  the	
  project.	
  	
  

!
To	
  cover	
  larger	
  audience,	
  the	
  filmmaker	
  can	
  use	
  services	
  of	
  naEonal	
  and	
  internaEonal	
  

distribuEon	
  companies.	
  Foreign	
  distribuEon	
  company	
  is	
  a	
  great	
  opportunity	
  to	
  ex-­‐

pand	
  the	
  market,	
  especially	
  if	
  the	
  film	
  is	
  produced	
  in	
  a	
  small	
  or	
  middle-­‐size	
  country,	
  

for	
  example	
  European.	
  Although,	
  the	
  filmmaker	
  should	
  not	
  neglect	
  domesEc	
  screen-­‐

ing	
  and	
  video-­‐sales,	
  because	
  moving	
  only	
  to	
  the	
  internaEonal	
  markets	
  can	
  be	
  risky	
  

for	
  the	
  projects.	
  Filmmaker	
  should	
  consider	
  economical	
  and	
  cultural	
  factors,	
  which	
  

can	
  influence	
  the	
  success	
  of	
  the	
  project	
  abroad	
  (Garon,	
  2009).	
  Global	
  distribuEon	
  

companies	
  provide	
  support	
  for	
  selling	
  the	
  film	
  successfully.	
  The	
  company	
  usually	
  

takes	
  a	
  percent	
  from	
  the	
  sales,	
  but	
  have	
  powerful	
  connecEons	
  in	
  documentary	
  world	
  

(Jackman,	
  2009).	
  These	
  companies	
  could	
  be	
  especially	
  useful	
  for	
  documentary	
  films,	
  

because	
  not	
  all	
  the	
  producEon	
  companies	
  have	
  enough	
  human	
  and	
  financial	
  re-­‐

sources	
  to	
  distribute	
  film	
  by	
  themselves.	
  It	
  is	
  easier	
  to	
  have	
  a	
  partner,	
  who	
  has	
  the	
  

knowledge	
  of	
  different	
  and	
  potenEal	
  markets.	
  

!
DistribuEon	
  contracts	
  can	
  be	
  signed	
  on	
  any	
  stage	
  of	
  project	
  development.	
  If	
  the	
  

filmmaker	
  finds	
  the	
  distributor	
  before	
  principal	
  photography,	
  the	
  project	
  can	
  have	
  an	
  

“advance-­‐selling” contract,	
  helping	
  to	
  akract	
  other	
  partners	
  (Stoller	
  2003,	
  80).	
  “Pre-­‐

sale” sEmulate	
  partners	
  for	
  co-­‐producEon	
  and	
  can	
  increase	
  the	
  general	
  budget	
  of	
  the	
  

film.	
  Besides,	
  it	
  opens	
  the	
  door	
  to	
  exclusive	
  pitching	
  forums,	
  where	
  some	
  part	
  of	
  the	
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budget	
  should	
  be	
  filled	
  and	
  gives	
  extra	
  points	
  for	
  state	
  commission	
  funding.	
  The	
  film	
  

producer	
  is	
  able	
  to	
  sell	
  the	
  project	
  to	
  other	
  broadcasEng	
  markets,	
  since	
  the	
  television	
  

networks	
  are	
  naEonal	
  and	
  make	
  a	
  profit	
  on	
  the	
  license	
  fees,	
  either	
  sale	
  the	
  film	
  to	
  

the	
  cable/satellite	
  outlets	
  (Jackman,	
  2009).	
  The	
  amount	
  of	
  fee	
  depends	
  on	
  the	
  coun-­‐

try	
  and	
  the	
  type	
  of	
  the	
  channel:	
  cable	
  channels	
  are	
  adverEser-­‐supported,	
  so	
  the	
  

amount	
  of	
  budget	
  for	
  license	
  is	
  mostly	
  limited,	
  premium	
  cable	
  channels	
  are	
  less	
  de-­‐

pendent	
  on	
  the	
  investors	
  and	
  rely	
  mostly	
  on	
  the	
  audience,	
  who	
  pays	
  for	
  subscripEon	
  

(Kellison	
  2008,	
  109).	
  

!
The	
  most	
  common	
  way	
  to	
  find	
  a	
  distributor	
  is	
  to	
  pitch	
  your	
  project	
  at	
  film	
  market	
  

event.	
  Nowadays,	
  the	
  majority	
  of	
  film	
  markets	
  are	
  assigned	
  to	
  the	
  film	
  fesEvals,	
  as	
  for	
  

example	
  DOC	
  Leipzig	
  or	
  IDFA	
  in	
  Amsterdam.	
  Depending	
  on	
  the	
  size	
  of	
  the	
  market,	
  

distribuEon	
  companies,	
  independent	
  producers	
  and	
  broadcasters	
  akend	
  these	
  

events	
  to	
  find	
  the	
  outstanding	
  projects	
  and	
  to	
  make	
  business	
  together	
  (Paar,	
  2010).	
  

Pitching	
  events	
  are	
  the	
  great	
  place	
  for	
  networking	
  and	
  building	
  contacts	
  with	
  poten-­‐

Eal	
  partners.	
  Depending	
  on	
  the	
  event,	
  the	
  filmmaker	
  can	
  present	
  the	
  project	
  on	
  any	
  

stage	
  of	
  film	
  producEon	
  and	
  find	
  suitable	
  partners	
  for	
  the	
  film	
  on	
  a	
  project	
  develop-­‐

ment	
  stage.	
  On	
  the	
  pitching	
  forums,	
  producer	
  can	
  find	
  naEonal	
  broadcaster	
  for	
  TV	
  

documentary,	
  find	
  interested	
  co-­‐producer	
  and	
  akract	
  internaEonal	
  distributors.	
  De-­‐

pending	
  on	
  the	
  event,	
  there	
  are	
  different	
  ways	
  to	
  present	
  the	
  project,	
  for	
  example	
  

IDFA	
  provides	
  different	
  pitching	
  opportuniEes	
  as	
  Doc	
  for	
  Sales,	
  where	
  around	
  250	
  TV	
  

buyers,	
  sales	
  agents	
  and	
  producers	
  can	
  watch	
  the	
  best	
  documentary	
  selecEon,	
  avail-­‐

able	
  for	
  internaEonal	
  market,	
  and	
  project	
  at	
  the	
  different	
  stage	
  of	
  development.	
  

!
!
!
!
!
!
!
!
!
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The	
  possibiliEes	
  to	
  increate	
  the	
  budget	
  of	
  the	
  film	
  through	
  several	
  sources	
  (see	
  fig.	
  2)	
  	
  

!
	
  

Figure	
  2.	
  The	
  value	
  chain	
  of	
  project	
  financing	
  through	
  pitching	
  forums	
  and	
  government	
  funds.	
  	
  

!
!
The	
  scheme	
  above	
  is	
  aimed	
  to	
  give	
  an	
  explanaEon	
  of	
  gaining	
  the	
  budget	
  with	
  tradi-­‐

Eonal	
  ways	
  of	
  film	
  financing.	
  Aner	
  the	
  producer	
  has	
  planned	
  the	
  budget	
  of	
  the	
  film,	
  

he	
  can	
  apply	
  for	
  the	
  funds	
  and	
  pitch	
  the	
  project	
  to	
  the	
  broadcasters,	
  distributors	
  and	
  

producers	
  from	
  other	
  countries.	
  CooperaEon	
  with	
  distributors	
  and	
  producers	
  gives	
  

the	
  chance	
  to	
  move	
  to	
  the	
  internaEonal	
  market.	
  When	
  the	
  producer	
  obtained	
  part	
  of	
  

the	
  budget,	
  he	
  can	
  apply	
  for	
  state	
  funding	
  to	
  have	
  project	
  fully	
  financed.	
  Usually	
  aner	
  

this,	
  project	
  can	
  start	
  principal	
  photography.	
  



!
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If	
  the	
  tradiEonal	
  financing	
  ways	
  are	
  not	
  enough	
  to	
  finance	
  the	
  film,	
  the	
  alternaEve	
  

tools	
  can	
  help	
  the	
  filmmaker	
  to	
  accomplish	
  the	
  producEon	
  of	
  the	
  film.	
  The	
  most	
  

common	
  tool	
  for	
  alternaEve	
  film	
  financing	
  is	
  crowdfunding,	
  which	
  now	
  is	
  available	
  on	
  

the	
  plenty	
  Internet	
  plaiorms.	
  The	
  definiEon	
  of	
  crowdfunding	
  can	
  differ;	
  depending	
  

on	
  the	
  type	
  of	
  the	
  project	
  fundraised.	
  For	
  example,	
  Young	
  (2013,	
  14-­‐15)	
  defines	
  

crowdfunding	
  as	
  a	
  process	
  of	
  soliciEng	
  financing	
  from	
  the	
  public	
  for	
  creaEve,	
  social	
  

project	
  or	
  to	
  support	
  business.	
  At	
  the	
  moment,	
  the	
  crowdfunding	
  plaiorms	
  expand	
  

fast	
  worldwide	
  and	
  more	
  people	
  are	
  funding	
  their	
  projects	
  this	
  way.	
  Kohl	
  (2015)	
  

thinks	
  that	
  crowdfunding	
  is	
  a	
  form	
  of	
  pre-­‐sales,	
  combined	
  with	
  charity	
  fundraiser.	
  It	
  is	
  

true,	
  because	
  the	
  donors	
  does	
  not	
  expect	
  any	
  real	
  financial	
  profit	
  from	
  their	
  invest-­‐

ments,	
  but	
  they	
  receive	
  a	
  reward	
  or	
  are	
  involved	
  in	
  the	
  project	
  creaEon.	
  Crowdfund-­‐

ing	
  is	
  a	
  powerful	
  tool	
  for	
  building	
  new	
  businesses,	
  promoEng	
  products	
  and	
  releasing	
  

creaEve	
  ideas.	
  	
  

2.4	
  Crowdfunding	
  	
  

!
Crowdfunding	
  campaign	
  includes	
  many	
  different	
  features	
  for	
  business	
  or	
  art	
  projects	
  

and	
  they	
  depend	
  on	
  project	
  type.	
  First	
  of	
  all,	
  it	
  is	
  a	
  fundraising	
  tool	
  to	
  bring	
  the	
  

project	
  to	
  life.	
  Moreover,	
  it	
  is	
  an	
  effecEve	
  tool	
  to	
  akract	
  akenEon	
  to	
  the	
  product	
  be-­‐

fore	
  it	
  is	
  released.	
  The	
  crowdfunding	
  plaiorms	
  give	
  the	
  opportunity	
  to	
  create	
  a	
  web-­‐

page	
  for	
  the	
  promoEon,	
  using	
  all	
  available	
  media	
  tools,	
  as	
  photos,	
  videos,	
  text,	
  as	
  

well	
  as	
  akaching	
  social	
  media	
  links	
  to	
  show	
  the	
  project	
  to	
  the	
  users	
  (Steinberg,	
  2012).	
  

Bershen	
  (2010)	
  points	
  it	
  out	
  that	
  the	
  crowdfunding	
  plaiorms	
  provide	
  tools	
  for	
  effec-­‐

Eve	
  promoEon	
  and	
  sEmulate	
  interest	
  of	
  the	
  audience	
  towards	
  the	
  project.	
  At	
  the	
  

moment,	
  crowdsourcing	
  plaiorms	
  organize	
  workshops	
  and	
  give	
  necessary	
  informa-­‐

Eon	
  for	
  potenEal	
  campaign	
  runners.	
  This	
  is	
  very	
  important	
  for	
  the	
  projects	
  with	
  small	
  

markeEng	
  budget,	
  because	
  this	
  kind	
  of	
  promoEon	
  requires	
  less	
  financial	
  investments.	
  

Crowdfunding	
  can	
  solve	
  two	
  major	
  problems	
  with	
  the	
  project:	
  financing	
  it	
  and	
  creat-­‐

ing	
  the	
  interest	
  before	
  the	
  release.	
  Besides	
  that,	
  it	
  is	
  a	
  tool	
  to	
  make	
  a	
  remarkable	
  

experience	
  for	
  the	
  owner	
  of	
  the	
  product	
  and	
  fans	
  of	
  the	
  project.	
  	
  

!
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The	
  model	
  of	
  crowdfunding	
  appeared	
  in	
  the	
  USA,	
  when	
  an	
  American	
  musician	
  built	
  a	
  

website,	
  where	
  fans	
  could	
  financially	
  support	
  the	
  bands	
  for	
  producing	
  digital	
  record-­‐

ings;	
  he	
  later	
  added	
  fundraising	
  for	
  film	
  and	
  photography	
  projects	
  (Freedman,	
  2015).	
  

At	
  the	
  moment	
  crowdfunding	
  is	
  expanding	
  in	
  Europe	
  -­‐	
  the	
  Kickstarter	
  started	
  to	
  sup-­‐

port	
  the	
  German	
  plaiorm	
  in	
  May	
  (Kickstarter,	
  2015).	
  There	
  are	
  four	
  main	
  forms	
  of	
  

crowdfunding,	
  which	
  are	
  equity-­‐based,	
  donaEon-­‐based,	
  reward-­‐based	
  and	
  debt-­‐

based	
  crowdfunding	
  (Clare,	
  2012).	
  Equity-­‐based	
  scheme	
  works	
  when	
  people	
  invest	
  

money	
  into	
  the	
  project	
  in	
  exchange	
  for	
  equity	
  in	
  the	
  project.	
  That	
  possibly	
  can	
  be	
  

share	
  in	
  business	
  or	
  product.	
  The	
  other	
  form	
  is	
  donaEon-­‐based	
  form,	
  which	
  does	
  not	
  

require	
  any	
  material	
  reward;	
  it	
  can	
  be	
  “thank	
  you” or	
  a	
  postcard.	
  The	
  next	
  form	
  is	
  re-­‐

ward-­‐based	
  scheme	
  and	
  this	
  one	
  is	
  the	
  most	
  common	
  right	
  now.	
  The	
  donors	
  receive	
  

graEtude	
  from	
  the	
  product	
  owner.	
  It	
  allows	
  to	
  make	
  the	
  connecEon	
  with	
  people,	
  who	
  

are	
  interested	
  in	
  what	
  is	
  going	
  on	
  the	
  project.	
  Debt-­‐based	
  crowdfunding	
  means	
  that	
  

people	
  pledge	
  to	
  the	
  project,	
  but	
  then	
  the	
  owner	
  should	
  return	
  them	
  their	
  donaEons	
  

(Armstrong,	
  2014).	
  

!
Crowdfunding	
  has	
  a	
  lot	
  of	
  advantages,	
  as	
  for	
  example	
  it	
  minimizes	
  financial	
  risk	
  for	
  

the	
  project	
  owner.	
  For	
  example,	
  the	
  owner	
  is	
  not	
  obligated	
  to	
  give	
  away	
  equity	
  or	
  in-­‐

tellectual	
  property	
  rights,	
  in	
  the	
  case	
  of	
  failure	
  (Young,	
  2015).	
  So,	
  the	
  leader	
  of	
  the	
  

project	
  does	
  not	
  need	
  to	
  do	
  repayments	
  and	
  share	
  the	
  copyright	
  with	
  the	
  donors.	
  

During	
  fundraising	
  process,	
  the	
  owner	
  gets	
  the	
  feedback	
  on	
  the	
  project	
  from	
  its	
  the	
  

fans	
  and	
  donors.	
  ReacEon	
  of	
  the	
  audience	
  shows	
  the	
  opinion	
  on	
  the	
  product	
  in	
  gen-­‐

eral	
  and	
  it	
  is	
  clear	
  how	
  many	
  people	
  are	
  interested	
  in	
  it,	
  how	
  much	
  they	
  are	
  able	
  to	
  

donate,	
  what	
  are	
  the	
  mistakes	
  and	
  the	
  posiEve	
  sides	
  of	
  the	
  project.	
  Interest	
  of	
  the	
  

target	
  group	
  can	
  akract	
  the	
  possible	
  partners	
  or	
  investors,	
  who	
  would	
  like	
  to	
  parEci-­‐

pate	
  in	
  your	
  project	
  (Briggman,	
  2015).	
  	
  

!
However,	
  there	
  can	
  be	
  some	
  problems,	
  which	
  can	
  make	
  crowdfunding	
  a	
  complicated	
  

process.	
  The	
  major	
  problem	
  that	
  meets	
  all	
  the	
  project	
  owners	
  is	
  that	
  campaign	
  re-­‐

quires	
  a	
  lot	
  of	
  human	
  resources	
  and	
  akenEon,	
  and	
  could	
  be	
  compared	
  with	
  a	
  full-­‐

Eme	
  job	
  (Kohl,	
  2015).	
  Another	
  risk	
  is	
  that	
  when	
  publishing	
  your	
  project	
  in	
  the	
  Inter-­‐

net,	
  not	
  protected	
  intellectual	
  property	
  could	
  be	
  in	
  a	
  danger	
  (Blanchard,	
  2013).	
  And	
  

the	
  main	
  fear	
  of	
  all	
  the	
  crowdfunding	
  project	
  owners	
  that	
  if	
  the	
  funding	
  is	
  not	
  



!
�17

reached,	
  all	
  the	
  finances	
  would	
  be	
  returned	
  to	
  donors	
  and	
  it	
  can	
  be	
  bad	
  for	
  the	
  prod-­‐

uct	
  reputaEon	
  as	
  well.	
  	
  

!
To	
  overcome	
  these	
  kinds	
  of	
  problems,	
  the	
  key	
  tool	
  that	
  the	
  project	
  owner	
  should	
  use	
  	
  

is	
  communicaEon	
  with	
  his	
  audience.	
  It	
  is	
  vital	
  to	
  make	
  a	
  research	
  on	
  the	
  target	
  audi-­‐

ence,	
  both	
  on	
  the	
  failed	
  and	
  successful	
  projects.	
  The	
  project	
  owner	
  should	
  set	
  up	
  ad-­‐

equate	
  goals	
  and	
  have	
  a	
  clear	
  idea	
  why	
  people	
  need	
  this	
  project	
  and	
  know	
  how	
  to	
  

engage	
  them	
  in	
  donaEon	
  (Hogue,	
  2015).	
  Besides	
  that,	
  the	
  success	
  of	
  the	
  campaign	
  is	
  

based	
  on	
  trust-­‐relaEonship	
  between	
  the	
  parEes.	
  That	
  is	
  why,	
  Kohl	
  (2015)	
  advices	
  first	
  

of	
  all	
  to	
  appeal	
  to	
  your	
  friends	
  and	
  family,	
  because	
  the	
  level	
  of	
  trust	
  is	
  the	
  highest	
  in	
  

these	
  circles.	
  The	
  second	
  target	
  group	
  would	
  be	
  people,	
  who	
  are	
  visiEng	
  the	
  same	
  

media	
  as	
  primary	
  group	
  and	
  do	
  not	
  have	
  any	
  straight	
  relaEon	
  to	
  the	
  owner	
  but	
  are	
  

secondary	
  connecEons.	
  The	
  third	
  group	
  could	
  be	
  people,	
  generally	
  interested	
  in	
  the	
  

topic	
  of	
  the	
  project.	
  	
  

!
The	
  experience	
  of	
  the	
  campaigns,	
  which	
  were	
  successfully	
  pledged,	
  shows	
  that	
  the	
  

best	
  Eme	
  frame	
  for	
  the	
  crowd	
  funding	
  campaign	
  is	
  25-­‐30	
  days,	
  not	
  including	
  the	
  re-­‐

search	
  and	
  the	
  huge	
  amount	
  of	
  preparaEon	
  work.	
  	
  

!
All	
  above	
  can	
  be	
  related	
  for	
  fundraising	
  finances	
  for	
  the	
  film	
  making	
  as	
  well.	
  When	
  

the	
  project	
  has	
  an	
  interesEng	
  or	
  a	
  controversial	
  topic,	
  the	
  audience	
  can	
  parEcipate	
  in	
  

crowdfunding	
  with	
  more	
  enthusiasm.	
  Comparing	
  the	
  crowdfunding	
  for	
  the	
  film	
  with	
  

other	
  business	
  projects,	
  I	
  would	
  say	
  that	
  there	
  are	
  only	
  minor	
  differences	
  in	
  between.	
  	
  

The	
  audience	
  can	
  be	
  easily	
  akracted	
  with	
  good	
  visual	
  product,	
  which	
  could	
  be	
  a	
  trail-­‐

er	
  or	
  a	
  teaser	
  for	
  the	
  film.	
  And	
  as	
  business	
  projects,	
  the	
  campaign	
  can	
  be	
  a	
  financial	
  

and	
  promoEonal	
  tool.	
  In	
  case	
  of	
  the	
  interest	
  of	
  the	
  target	
  audience	
  to	
  the	
  film,	
  film-­‐

maker	
  would	
  know	
  if	
  his	
  work	
  is	
  akracEve	
  and	
  actual	
  for	
  people	
  he	
  is	
  making	
  it	
  for.	
  	
  

!
Generally	
  speaking,	
  financing	
  a	
  documentary	
  film	
  is	
  not	
  an	
  easy	
  task,	
  but	
  obtaining	
  

the	
  knowledge	
  and	
  experience	
  for	
  applying	
  to	
  the	
  state	
  commissions	
  and	
  proposing	
  

to	
  the	
  broadcasters,	
  other	
  producers	
  and	
  distributors	
  can	
  help	
  to	
  accomplish	
  the	
  film.	
  

For	
  extra	
  financing	
  and	
  alternaEve	
  promoEon,	
  the	
  producer	
  can	
  start	
  crowdfunding	
  

campaign,	
  however	
  he	
  need	
  to	
  be	
  sure	
  in	
  his	
  competence.	
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2.5	
  SePng	
  objec/ves	
  for	
  promo/on	
  

!
During	
  the	
  film	
  producEon,	
  producer	
  is	
  concerned	
  about	
  not	
  only	
  how	
  to	
  finance	
  the	
  

film,	
  but	
  how	
  to	
  deliver	
  it	
  to	
  the	
  target	
  audience	
  and	
  promote	
  the	
  project.	
  There	
  are	
  

tradiEonal	
  markeEng	
  tools,	
  to	
  promote	
  media	
  product	
  to	
  the	
  target	
  audience,	
  but	
  in	
  

case	
  with	
  documentary	
  films,	
  producer	
  has	
  an	
  ability	
  not	
  only	
  to	
  show	
  the	
  film	
  to	
  the	
  

public,	
  but	
  invite	
  people	
  to	
  parEcipate	
  in	
  the	
  subject	
  and	
  this	
  process	
  is	
  called	
  “out-­‐

reach	
  campaign”.	
  

!
The	
  term	
  “outreach” is	
  defined	
  as	
  any	
  communicaEonal	
  or	
  markeEng	
  effort,	
  which	
  

involves	
  more	
  than	
  one	
  person	
  to	
  work	
  in	
  cooperaEon	
  and	
  with	
  unified	
  message	
  

strategy	
  to	
  achieve	
  aims	
  or	
  serve	
  shared	
  interests	
  (Ivancin,	
  2011).	
  The	
  outreach	
  re-­‐

quires	
  a	
  common	
  goal	
  and	
  organized	
  cooperated	
  work	
  in	
  the	
  group.	
  RelaEng	
  to	
  the	
  

documentary,	
  outreach	
  campaign	
  is	
  a	
  complex	
  of	
  promoEonal	
  acEons,	
  intended	
  to	
  

raise	
  the	
  interest	
  of	
  the	
  audience	
  and	
  in	
  the	
  end	
  to	
  achieve	
  changes	
  within	
  the	
  soci-­‐

ety	
  or	
  certain	
  group	
  of	
  people.	
  	
  

!
The	
  main	
  difference	
  between	
  tradiEonal	
  film	
  markeEng	
  strategy	
  and	
  an	
  outreach	
  

campaign	
  is	
  that	
  outreach	
  is	
  acEve	
  on	
  the	
  both	
  sides:	
  from	
  the	
  filmmaker	
  and	
  from	
  

the	
  audience.	
  The	
  communicaEon	
  between	
  these	
  two	
  sides	
  is	
  mutual	
  and	
  the	
  audi-­‐

ence	
  does	
  not	
  only	
  passively	
  percept	
  the	
  informaEon,	
  provided	
  by	
  the	
  producer.	
  	
  

!
There	
  are	
  several	
  condiEons,	
  that	
  need	
  to	
  be	
  abided	
  for	
  successful	
  campaign	
  and	
  the	
  

basis	
  for	
  that	
  is	
  trust	
  from	
  the	
  audience.	
  The	
  involvement	
  of	
  the	
  audience	
  into	
  cam-­‐

paign	
  as	
  well	
  planning	
  distribuEon	
  ways	
  is	
  a	
  long	
  way	
  and	
  it	
  starts	
  in	
  advance,	
  be-­‐

cause	
  building	
  trust-­‐based	
  relaEonship	
  for	
  the	
  further	
  engagement	
  is	
  a	
  long	
  process	
  

(Verellen,	
  2010).	
  	
  

!
There	
  are	
  several	
  factors	
  that	
  should	
  be	
  obeyed,	
  to	
  keep	
  the	
  interest	
  of	
  the	
  audience	
  

and	
  which	
  could	
  be	
  the	
  basis	
  for	
  trust-­‐relaEonship	
  between	
  it	
  and	
  filmmaker.	
  The	
  

strategic	
  planning	
  of	
  outreach	
  campaign	
  is	
  quite	
  similar	
  to	
  the	
  usual	
  markeEng	
  cam-­‐

paign.	
  The	
  producer	
  should	
  have	
  a	
  clear	
  image	
  of	
  the	
  audience	
  and	
  their	
  moEves	
  to	
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be	
  interested	
  in	
  the	
  project.	
  Second	
  part	
  of	
  the	
  proper	
  strategy	
  is	
  the	
  goals,	
  that	
  

filmmaker	
  sets	
  up	
  for	
  the	
  target	
  group	
  and	
  knowing	
  why	
  they	
  would	
  be	
  reached.	
  

!
The	
  film	
  is	
  the	
  core	
  of	
  the	
  campaign	
  and	
  it	
  should	
  be	
  a	
  qualitaEve	
  media	
  product,	
  to	
  

be	
  able	
  to	
  compete	
  with	
  other	
  documentary	
  films	
  and	
  to	
  be	
  interesEng	
  for	
  the	
  audi-­‐

ence	
  in	
  general.	
  Film	
  gives	
  the	
  audience	
  an	
  opportunity	
  to	
  share	
  the	
  experience	
  of	
  

the	
  protagonists,	
  but	
  not	
  going	
  through	
  it	
  by	
  themselves.	
  The	
  film	
  is	
  able	
  to	
  build	
  the	
  

connecEon	
  between	
  the	
  audience	
  and	
  the	
  filmmaker,	
  showing	
  that	
  they	
  have	
  the	
  

same	
  interests,	
  and	
  building	
  the	
  relaEonship	
  between	
  them	
  (Finneran,	
  2014).	
  	
  

!
If	
  the	
  producer	
  knows	
  his	
  target	
  group,	
  he	
  would	
  know	
  how	
  deliver	
  the	
  main	
  mes-­‐

sage	
  of	
  the	
  campaign	
  to	
  it.	
  To	
  do	
  this,	
  the	
  team	
  should	
  choose	
  proper	
  channels	
  to	
  

share	
  the	
  informaEon	
  with	
  the	
  community.	
  This	
  can	
  be	
  implemented	
  through	
  social	
  

media,	
  website,	
  media	
  coverage	
  (press,	
  TV,	
  radio),	
  mutual	
  partnership	
  with	
  NGOs	
  and	
  

corporaEons	
  (Verellen,	
  2010).	
  The	
  growing	
  resources	
  for	
  funding,	
  media	
  partners	
  and	
  

plaiorms,	
  film	
  funding	
  programs	
  -­‐	
  any	
  kind	
  of	
  collaboraEon	
  raises	
  the	
  awareness	
  of	
  

the	
  film	
  and	
  increases	
  the	
  future	
  impact	
  of	
  it.	
  

!
As	
  it	
  was	
  stated	
  before,	
  internaEonal	
  distribuEon	
  is	
  the	
  great	
  tool	
  to	
  expand	
  the	
  mar-­‐

ket	
  and	
  to	
  cover	
  the	
  bigger	
  audience.	
  When	
  the	
  filmmaker	
  sells	
  the	
  license	
  for	
  broad-­‐

casEng	
  or	
  screening	
  abroad,	
  he	
  should	
  take	
  in	
  consideraEon	
  cultural	
  and	
  social	
  

specifics	
  of	
  the	
  country.	
  The	
  audience	
  can	
  have	
  same	
  interests,	
  but	
  because	
  of	
  differ-­‐

ent	
  values,	
  the	
  topic	
  can	
  be	
  perceived	
  differently.	
  The	
  campaign	
  and	
  the	
  film	
  should	
  

be	
  adapted	
  for	
  language	
  and	
  culture-­‐wise.	
  	
  	
  

!
Aner	
  the	
  campaign	
  is	
  implemented,	
  the	
  producer	
  should	
  evaluate	
  if	
  he	
  succeed	
  to	
  

build	
  trust-­‐based	
  relaEonship	
  with	
  the	
  target	
  group.	
  When	
  the	
  outreach	
  is	
  over	
  and	
  

the	
  techniques	
  are	
  used,	
  the	
  results	
  would	
  not	
  be	
  visible	
  right	
  aner	
  the	
  release.	
  Doc-­‐

umentary	
  films	
  usually	
  do	
  not	
  make	
  a	
  big	
  profit,	
  but	
  their	
  success	
  and	
  impact	
  are	
  no-­‐

Eceable	
  aner	
  some	
  Eme.	
  The	
  influence,	
  which	
  the	
  film	
  and	
  the	
  campaign	
  have	
  on	
  the	
  

society,	
  is	
  named	
  “impact”.	
  Documentary	
  and	
  the	
  outreach	
  campaign	
  lead	
  to	
  the	
  so-­‐

cial	
  and	
  cultural	
  changes:	
  behavior	
  pakerns,	
  values,	
  social	
  norms	
  (Kelly,	
  2013;	
  

Verellen,	
  2010,	
  3).	
  

!
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The	
  impact	
  has	
  several	
  dimensions,	
  following	
  each	
  other	
  and	
  according	
  to	
  them,	
  pro-­‐

ducer	
  can	
  evaluate	
  the	
  success	
  of	
  the	
  campaign.	
  The	
  core	
  of	
  it	
  is	
  a	
  strong	
  story	
  and	
  

the	
  next	
  level	
  should	
  the	
  awareness	
  that	
  the	
  project	
  can	
  appeal	
  from	
  the	
  audience.	
  If	
  

the	
  audience	
  is	
  into	
  the	
  topic	
  and	
  is	
  ready	
  to	
  take	
  part	
  in	
  it,	
  the	
  next	
  step	
  should	
  be	
  

engagement	
  of	
  the	
  audience,	
  which	
  will	
  lead	
  to	
  the	
  strong	
  movement	
  and	
  in	
  the	
  end	
  

it	
  should	
  lead	
  to	
  the	
  social	
  change.	
  

!
The	
  producer	
  can	
  use	
  that	
  scheme	
  to	
  evaluate	
  the	
  results	
  of	
  the	
  campaign	
  (see	
  fig.	
  3)	
  

!
!

� 	
  

!
!
Figure	
  3.	
  CreaEve	
  Dimensions	
  of	
  Impact	
  

	
  (Barret,	
  Leddy,	
  2008).	
  

!
Campaign,	
  especially	
  if	
  it	
  inspires	
  the	
  audience	
  for	
  acEons,	
  can	
  be	
  a	
  powerful	
  for	
  so-­‐

cial	
  changes.	
  There	
  are	
  different	
  kinds	
  of	
  acEons:	
  people	
  can,	
  vote,	
  volunteer,	
  sign	
  

peEEons,	
  and	
  organize	
  meeEngs	
  or	
  protests.	
  They	
  can	
  support	
  the	
  campaign	
  morally	
  

or	
  financially,	
  and	
  crowdfunding	
  can	
  be	
  percept	
  as	
  one	
  of	
  these	
  acEons.	
  Audience	
  is	
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paying	
  the	
  akenEon	
  to	
  the	
  problem	
  and	
  donaEng	
  for	
  the	
  change	
  towards	
  it.	
  It	
  is	
  im-­‐

portant	
  to	
  point	
  out	
  that	
  crowdfunding	
  can	
  be	
  the	
  part	
  of	
  outreach,	
  which	
  brings	
  so-­‐

cial	
  and	
  financial	
  profit.	
  

2.6	
  Percep/ons	
  of	
  film	
  professionals !

2.6	
  Percep/ons	
  of	
  film	
  professionals !
For	
  the	
  full	
  picture	
  on	
  European	
  and	
  German	
  financing	
  capabiliEes,	
  I	
  have	
  conducted	
  

interviews	
  with	
  experts	
  in	
  documentary	
  field:	
  the	
  impact	
  producer	
  of	
  the	
  campaign,	
  

who	
  decided	
  to	
  launch	
  crowdfunding	
  campaign	
  Stefano	
  Strocci	
  and	
  Nils	
  Bökamp,	
  one	
  

of	
  the	
  directors	
  of	
  the	
  film,	
  who	
  also	
  has	
  produced	
  two	
  films	
  within	
  framework	
  of	
  his	
  

own	
  producEon	
  company.	
  Both	
  of	
  them	
  were	
  asked	
  quesEons	
  in	
  the	
  areas	
  of	
  their	
  

competence.	
  

Stefano	
  Strocci	
  has	
  been	
  working	
  in	
  the	
  documentary	
  film	
  business	
  for	
  twenty	
  years	
  

and	
  he	
  was	
  a	
  producer	
  and	
  consultant	
  for	
  several	
  documentary	
  film	
  projects,	
  espe-­‐

cially	
  for	
  those,	
  which	
  required	
  outreach	
  strategy	
  or	
  crowdfunding	
  campaign.	
  The	
  in-­‐

terview	
  with	
  him	
  was	
  recorded	
  and	
  it	
  was	
  done	
  before	
  the	
  preparaEon	
  phase	
  but	
  

several	
  quesEons	
  were	
  asked	
  aner	
  the	
  release	
  of	
  the	
  film.	
  

!
When	
  I	
  was	
  preparing	
  quesEons	
  for	
  the	
  interview,	
  I	
  focused	
  on	
  the	
  areas	
  of	
  compe-­‐

tence	
  for	
  each	
  of	
  the	
  expert.	
  As	
  Stefano	
  is	
  an	
  impact	
  producer,	
  he	
  had	
  experience	
  

with	
  tradiEonal	
  and	
  alternaEve	
  film	
  markeEng	
  tool	
  and	
  he	
  was	
  an	
  advisor	
  for	
  crowd-­‐

funding	
  campaigns.	
  Besides	
  that,	
  he	
  was	
  promoEng	
  his	
  own	
  film	
  about	
  poliEcs	
  and	
  it	
  

was	
  important	
  to	
  ask	
  him	
  to	
  share	
  his	
  experience	
  on	
  documentary	
  film	
  markeEng.	
  

Moreover,	
  Stefano	
  has	
  worked	
  in	
  film	
  producing	
  for	
  last	
  twenty	
  years	
  and	
  was	
  in-­‐

volved	
  in	
  a	
  large	
  number	
  of	
  internaEonal	
  producEons,	
  so	
  he	
  has	
  the	
  knowledge	
  of	
  

film	
  financing	
  in	
  different	
  countries	
  and	
  rules	
  of	
  pitching	
  forums.	
  He	
  menEoned	
  the	
  

procedure	
  of	
  searching	
  for	
  co-­‐producEon	
  partners,	
  explained	
  pros	
  and	
  cons,	
  told	
  

about	
  the	
  financial	
  flow	
  aner	
  lekers	
  of	
  interest	
  and	
  commitment.	
  His	
  advice	
  is	
  valu-­‐

able	
  for	
  the	
  filmmakers,	
  who	
  do	
  not	
  have	
  a	
  wide	
  experience	
  in	
  financing	
  or	
  selling	
  the	
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project	
  to	
  the	
  broadcasters	
  or	
  distributors.	
  I	
  would	
  say	
  that	
  the	
  interview	
  with	
  him	
  

was	
  an	
  important	
  part	
  of	
  my	
  knowledge	
  in	
  film	
  producing.	
  

In	
  his	
  opinion	
  documentary	
  film	
  market	
  has	
  been	
  growing	
  quite	
  fast	
  in	
  last	
  15	
  years	
  

and	
  the	
  reason	
  to	
  it	
  is	
  the	
  amount	
  of	
  film	
  fesEvals	
  and	
  markets,	
  assigned	
  to	
  them.	
  

The	
  obstacle	
  is	
  that	
  there	
  is	
  overload	
  of	
  them	
  and	
  the	
  broadcasters	
  are	
  spreading	
  to	
  

different	
  events,	
  which	
  is	
  not	
  really	
  good	
  for	
  the	
  film	
  business.	
  It	
  is	
  really	
  hard	
  to	
  

catch	
  the	
  broadcaster	
  that	
  you	
  need	
  or	
  distributor	
  for	
  the	
  certain	
  country.	
  The	
  film	
  

markets	
  are	
  more	
  topic-­‐orientated	
  and	
  divided	
  to	
  the	
  leagues,	
  so	
  to	
  enter	
  IDFA	
  or	
  

Sheffield,	
  filmmaker	
  should	
  possess	
  the	
  certain	
  budget	
  percent	
  and	
  only	
  then	
  pitch	
  a	
  

project	
  to	
  the	
  broadcaster.	
  The	
  requirements	
  of	
  the	
  obtained	
  budget	
  depend	
  on	
  the	
  

fesEval,	
  but	
  usually	
  it	
  is	
  between	
  25-­‐50%.	
  For	
  the	
  beginning	
  filmmaker,	
  advices	
  Stroc-­‐

ci,	
  it	
  is	
  more	
  effecEve	
  to	
  go	
  to	
  Barcelona	
  or	
  Tessaloniki,	
  because	
  the	
  access	
  is	
  free	
  and	
  

it	
  is	
  easier	
  to	
  apply.	
  For	
  alternaEve	
  film	
  financing,	
  film	
  school	
  graduates	
  are	
  able	
  to	
  

apply	
  to	
  the	
  master	
  schools,	
  which	
  provide	
  financial	
  and	
  professional	
  support	
  at	
  all	
  

stages	
  of	
  film	
  producEon.	
  	
  

Film	
  markets	
  are	
  also	
  the	
  places	
  to	
  find	
  a	
  partner	
  for	
  co-­‐producEon,	
  which	
  can	
  open	
  

the	
  door	
  to	
  the	
  internaEonal	
  broadcaster	
  as	
  well.	
  Co-­‐producEon	
  is	
  a	
  way	
  to	
  increase	
  

the	
  budget	
  and	
  get	
  the	
  points	
  on	
  the	
  applicaEon	
  to	
  the	
  film	
  funding	
  insEtuEons.	
  Cur-­‐

rently,	
  the	
  best	
  countries	
  for	
  the	
  film	
  financing	
  are	
  Central	
  Europe	
  (Germany,	
  France,	
  

UK)	
  and	
  Scandinavian	
  countries.	
  

Strocci	
  curated	
  crowdfunding	
  campaigns	
  before	
  and	
  he	
  thinks	
  that	
  crowdfunding	
  

cannot	
  be	
  the	
  main	
  source	
  of	
  film	
  financing,	
  but	
  can	
  be	
  used	
  as	
  addiEonal.	
  	
  In	
  his	
  

opinion,	
  the	
  crowdfunding	
  is	
  mostly	
  working	
  when	
  there	
  is	
  trust-­‐based	
  relaEonship	
  

with	
  the	
  target	
  group	
  and	
  mostly	
  only	
  personal	
  contacts	
  can	
  bring	
  money.	
  This	
  path	
  

was	
  menEoned	
  in	
  the	
  communicaEonal	
  strategy.	
  Usually,	
  the	
  amount	
  of	
  donors,	
  who	
  

were	
  reached	
  through	
  media,	
  represents	
  only	
  5%	
  percent	
  and	
  60-­‐70%	
  are	
  people,	
  

who	
  have	
  been	
  contacted	
  personally,	
  but	
  it	
  will	
  be	
  featured	
  in	
  the	
  report	
  later.	
  

Stefano	
  Strocci	
  also	
  gave	
  his	
  opinion	
  on	
  the	
  outreach	
  topic.	
  He	
  says	
  that	
  the	
  project	
  

should	
  be	
  based	
  on	
  a	
  current	
  occasions	
  and	
  be	
  actual,	
  because	
  the	
  topic	
  should	
  be	
  

visible	
  to	
  the	
  audience.	
  There	
  are	
  some	
  methods,	
  which	
  were	
  used	
  in	
  Denmark,	
  

when	
  the	
  filmmakers	
  engaged	
  protagonists	
  to	
  protest	
  in	
  front	
  of	
  the	
  parliament.	
  

Journalists	
  picked	
  up	
  the	
  issue,	
  so	
  the	
  film	
  was	
  featured	
  in	
  the	
  media	
  and	
  it	
  was	
  re-­‐

leased	
  on	
  the	
  peak	
  of	
  interest	
  to	
  the	
  issue.	
  The	
  best	
  tools	
  to	
  promote	
  the	
  film,	
  he	
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points	
  out,	
  are	
  to	
  create	
  an	
  interest	
  to	
  the	
  protagonists	
  and	
  then	
  to	
  capEvate	
  the	
  

community	
  as	
  well.	
  It	
  is	
  important	
  to	
  focus	
  on	
  the	
  right	
  topic	
  and	
  to	
  develop	
  the	
  in-­‐

terest	
  in	
  the	
  right	
  place.	
  

!
The	
  topic	
  of	
  the	
  second	
  interview	
  with	
  Nils	
  Bökamp	
  was	
  dedicated	
  to	
  the	
  German	
  

film	
  market,	
  its	
  past	
  and	
  development.	
  Bökamp	
  has	
  an	
  imposing	
  professional	
  experi-­‐

ence	
  as	
  a	
  producer	
  and	
  director;	
  he	
  has	
  a	
  good	
  knowledge	
  of	
  the	
  German	
  film	
  indus-­‐

try.	
  Nils	
  Bökamp	
  studied	
  film	
  producEon,	
  has	
  produced	
  7	
  films	
  and	
  directed	
  3	
  of	
  

them.	
  He	
  has	
  a	
  deep	
  knowledge	
  about	
  film	
  financing	
  in	
  Germany	
  and	
  shared	
  his	
  ex-­‐

perience	
  on	
  financing	
  and	
  operaEng	
  on	
  film	
  markets.	
  	
  

Nils	
  Bökamp	
  says	
  that	
  IDFA	
  and	
  Doc	
  Leipzig	
  are	
  the	
  best	
  markets	
  for	
  German	
  produc-­‐

Eons,	
  Sundance	
  and	
  Hot	
  Docs	
  are	
  more	
  targeted	
  to	
  the	
  US	
  market	
  and	
  film	
  fesEvals	
  

and	
  Cannes	
  and	
  Berlinale	
  are	
  more	
  presEgious.	
  Concerning	
  funding,	
  he	
  menEons	
  

that	
  main	
  German	
  funding	
  capabiliEes	
  are	
  the	
  public	
  television,	
  cinema	
  funds	
  and	
  

EU.	
  In	
  his	
  opinion,	
  the	
  main	
  starEng	
  point	
  is	
  to	
  find	
  a	
  partner	
  for	
  cooperaEve	
  work	
  

and	
  then	
  to	
  find	
  a	
  market	
  for	
  the	
  project.	
  However,	
  in	
  his	
  opinion	
  Berlin	
  is	
  the	
  great	
  

place	
  for	
  talent,	
  but	
  the	
  main	
  obstacle	
  is	
  high	
  compeEEon.	
  Munich	
  and	
  Düsseldorf	
  

are	
  more	
  available	
  to	
  filmmakers,	
  because	
  the	
  scene	
  is	
  smaller.	
  He	
  pointed	
  out	
  that	
  

the	
  majority	
  of	
  his	
  partners	
  are	
  not	
  based	
  in	
  Berlin.	
  

Graphic	
  shows	
  the	
  comparison	
  of	
  film	
  funds	
  in	
  German	
  regions	
  (see	
  Figure	
  4)	
  

!
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Figure	
  4.	
  Nordrhein-­‐Wesialen,	
  Bayern	
  and	
  Berlin	
  have	
  the	
  biggest	
  budgets	
  for	
  state	
  film	
  funding	
  	
  

(German	
  Films,	
  2015).	
  

3	
  PLANNING	
  AND	
  IMPLEMENTATION	
  OF	
  THE	
  CASE	
  

3.1	
  Objec/ves	
  
This	
  development	
  project	
  is	
  to	
  explore	
  financing	
  and	
  promoEng	
  opportuniEes	
  for	
  a	
  

documentary	
  within	
  specific	
  target	
  group.	
  In	
  order	
  to	
  accomplish	
  the	
  main	
  goal	
  of	
  the	
  

work,	
  the	
  author	
  set	
  up	
  following	
  objecEves:	
  

-­‐ to	
  define	
  financing	
  sources	
  for	
  “Because	
  of	
  Who	
  I	
  Am”	
  

-­‐ to	
  describe	
  the	
  process	
  of	
  crowdfunding	
  campaign	
  for	
  the	
  film	
  promoEon	
  

-­‐ to	
  evaluate	
  promoEonal	
  success	
  of	
  the	
  film	
  of	
  the	
  project	
  

3.2	
  Prepara/on	
  phase	
  
!
The	
  crowdfunding	
  campaign	
  for	
  the	
  film	
  was	
  important	
  for	
  the	
  company	
  and	
  for	
  the	
  

project	
  in	
  general.	
  It	
  was	
  the	
  first	
  project	
  labeled	
  with	
  the	
  company	
  name	
  as	
  well	
  as	
  

its	
  first	
  crowdfunding	
  experience.	
  The	
  aim	
  was	
  to	
  show	
  the	
  abiliEes	
  of	
  the	
  company	
  

and	
  akract	
  producEon	
  companies	
  and	
  independent	
  producers	
  to	
  market	
  their	
  films.	
  

The	
  goal	
  of	
  the	
  company	
  is	
  to	
  campaign	
  films,	
  its	
  outreach	
  and	
  distribuEon.	
  	
  

!
For	
  the	
  film,	
  the	
  crowdfunding	
  campaign	
  had	
  informaEonal	
  and	
  financial	
  perspecEve.	
  

Within	
  the	
  campaign,	
  we	
  planned	
  to	
  draw	
  the	
  akenEon	
  of	
  the	
  target	
  group	
  and	
  to	
  

combine	
  outreach	
  and	
  crowdfunding	
  campaign	
  at	
  the	
  same	
  Eme.	
  The	
  audience	
  

would	
  be	
  involved	
  into	
  the	
  campaign	
  from	
  the	
  beginning	
  and	
  when	
  the	
  target	
  group	
  	
  

know	
  the	
  project,	
  then	
  the	
  team	
  would	
  launch	
  an	
  outreach	
  campaign.	
  

The	
  choice	
  of	
  the	
  plaiorm	
  was	
  a	
  hard	
  decision	
  as	
  well.	
  When	
  the	
  campaign	
  was	
  only	
  

planned,	
  Kickstarter	
  did	
  not	
  funcEon	
  in	
  Germany,	
  so	
  it	
  was	
  decided	
  to	
  set	
  up	
  on	
  the	
  

Dutch	
  version	
  of	
  the	
  website,	
  but	
  on	
  the	
  12th	
  of	
  May,	
  Kickstarter	
  opened	
  the	
  German	
  

fundraising	
  portal	
  and	
  the	
  choice	
  of	
  the	
  plaiorm	
  was	
  no	
  longer	
  the	
  quesEon.	
  That	
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was	
  supposed	
  to	
  be	
  another	
  help	
  to	
  draw	
  the	
  akenEon	
  to	
  the	
  project,	
  because	
  it	
  was	
  

a	
  chance	
  to	
  be	
  one	
  of	
  the	
  first	
  campaigns,	
  launched	
  in	
  Germany.	
  

!
The	
  Kickstarter	
  campaign	
  was	
  targeted	
  to	
  raise	
  30	
  000	
  EUR	
  in	
  27	
  days.	
  The	
  team,	
  

which	
  was	
  working	
  on	
  the	
  campaign,	
  consisted	
  of	
  three	
  members:	
  the	
  producer,	
  PR	
  

manager	
  and	
  the	
  producer’s	
  assistant.	
  The	
  roles	
  were	
  divided	
  in	
  the	
  certain	
  way:	
  the	
  

producer	
  was	
  managing	
  the	
  process	
  and	
  was	
  responsible	
  for	
  the	
  major	
  decisions.	
  The	
  

PR	
  manager	
  and	
  producer’s	
  assistant	
  were	
  working	
  with	
  social	
  media	
  channels,	
  

communicaEng	
  with	
  partners	
  as	
  media	
  and	
  NGOs,	
  updaEng	
  the	
  Kickstarter	
  page	
  and	
  

tracking	
  the	
  results.	
  The	
  PR	
  manager	
  was	
  responsible	
  for	
  German	
  speaking	
  partners	
  

and	
  the	
  producer’s	
  assistant	
  for	
  internaEonal.	
  

!
The	
  target	
  group	
  was	
  people	
  from	
  25-­‐40,	
  who	
  are	
  personally	
  related	
  to	
  LGBT	
  com-­‐

munity	
  or	
  who	
  are	
  not	
  indifferent	
  to	
  the	
  social	
  acEvism	
  and	
  do	
  care	
  about	
  the	
  equali-­‐

ty	
  and	
  human	
  rights	
  protecEon.	
  They	
  are	
  interested	
  in	
  the	
  social	
  and	
  poliEcal	
  move-­‐

ments,	
  following	
  the	
  news	
  and	
  informed	
  of	
  the	
  current	
  situaEon	
  in	
  the	
  world,	
  they	
  

are	
  engaged	
  to	
  be	
  acEve	
  in	
  these	
  topics,	
  either	
  physically	
  as	
  going	
  on	
  the	
  demonstra-­‐

Eons	
  or	
  voEng,	
  signing	
  peEEons	
  or	
  financially	
  support	
  the	
  campaigns	
  similar	
  to	
  the	
  

case	
  on	
  the	
  fundraising	
  plaiorms.	
  	
  

!
It was	
  planned	
  to	
  reach	
  the	
  wide	
  range	
  of	
  acEvists	
  in	
  the	
  certain	
  countries:	
  the	
  USA,	
  

Germany,	
  Netherlands,	
  the	
  UK	
  and	
  Ireland,	
  as	
  those	
  are	
  the	
  most	
  progressive	
  coun-­‐

tries	
  in	
  sense	
  of	
  LGBT	
  rights	
  protecEon.	
  Germany	
  is	
  included,	
  because	
  it	
  is	
  the	
  coun-­‐

try	
  or	
  origin	
  and	
  the	
  film	
  was	
  made	
  in	
  German,	
  so	
  the	
  opportunity	
  to	
  reach	
  local	
  tar-­‐

get	
  group	
  supposed	
  to	
  be	
  high.	
  The	
  Eastern	
  countries,	
  where	
  LGBT	
  community	
  is	
  not	
  

respected	
  or	
  banned,	
  were	
  not	
  included	
  in	
  the	
  primary	
  target	
  group,	
  because	
  it	
  

would	
  be	
  either	
  above	
  the	
  law	
  or	
  not	
  be	
  accepted	
  by	
  society	
  of	
  those	
  countries	
  in	
  a	
  

proper	
  way.	
  

!
In	
  order	
  to	
  reach	
  the	
  target	
  audience,	
  and	
  being	
  guided	
  by	
  the	
  previous	
  experience	
  of	
  

crowd	
  funding	
  campaigns,	
  it	
  was	
  decided	
  to	
  get	
  in	
  touch	
  with	
  NGOs,	
  media	
  re-­‐

sources,	
  Facebook	
  communiEes	
  and	
  public	
  pages,	
  dedicated	
  to	
  LGBT	
  rights,	
  equality,	
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human	
  rights	
  protecEon,	
  queer	
  art,	
  etc.	
  The	
  author	
  created	
  the	
  list	
  of	
  those	
  organiza-­‐

Eons,	
  and	
  PR	
  supplemented	
  it	
  with	
  his	
  groundwork	
  as	
  well.	
  

!
The	
  purpose	
  of	
  the	
  outreach	
  campaign	
  was	
  to	
  raise	
  the	
  awareness	
  of	
  LGBT	
  (Lesbian	
  

Gay	
  Bisexual	
  Transgender)	
  community	
  in	
  Europe	
  and	
  in	
  the	
  Middle	
  East	
  countries	
  as	
  

well	
  as	
  open	
  the	
  discussion	
  about	
  the	
  rights	
  and	
  equality	
  of	
  this	
  group.	
  This	
  could	
  be	
  

done	
  through	
  three	
  following	
  acEons:	
  

The	
  first	
  acEon,	
  which	
  was	
  planned	
  is	
  a	
  community	
  screening	
  tour,	
  which	
  would	
  take	
  

place	
  in	
  Germany	
  firstly	
  and	
  then	
  in	
  the	
  other	
  countries	
  of	
  European	
  Union.	
  The	
  

screenings	
  supposed	
  to	
  be	
  organized	
  in	
  the	
  art	
  venues	
  as	
  cinemas,	
  art	
  galleries,	
  mu-­‐

seums	
  with	
  the	
  coordinaEon	
  and	
  support	
  of	
  the	
  local	
  LGBT	
  or/and	
  human	
  rights	
  pro-­‐

tecEon	
  organizaEons.	
  	
  

!
Secondly,	
  to	
  amplify	
  the	
  interest	
  of	
  the	
  local	
  communiEes	
  to	
  the	
  film,	
  it	
  was	
  planned	
  

to	
  implement	
  the	
  billboard	
  campaign	
  with	
  artworks	
  by	
  arEsts,	
  featured	
  in	
  the	
  film.	
  

These	
  billboards	
  illustrated	
  the	
  stereotypes,	
  which	
  LGBT	
  people	
  have	
  to	
  face	
  and	
  the	
  

billboards	
  were	
  made	
  in	
  a	
  manner	
  of	
  “reverse	
  markeEng”.	
  	
  

!
The	
  last	
  acEon	
  was	
  to	
  create	
  a	
  web-­‐plaiorm,	
  to	
  provide	
  the	
  audience	
  with	
  the	
  full	
  

informaEon	
  about	
  the	
  film	
  tour	
  and	
  invite	
  LGBT	
  arEsts	
  to	
  join	
  the	
  campaign	
  and	
  

submit	
  their	
  works	
  for	
  further	
  collaboraEon.	
  

!
The	
  term	
  “outreach” is	
  used	
  because	
  the	
  audience	
  was	
  not	
  only	
  influenced	
  by	
  the	
  

strategy,	
  but	
  was	
  also	
  engaged	
  to	
  take	
  part	
  in	
  it,	
  for	
  example	
  to	
  share	
  the	
  experience	
  

on	
  the	
  plaiorm	
  or	
  create	
  its	
  own	
  billboard,	
  to	
  organize	
  the	
  screening	
  in	
  the	
  organiza-­‐

Eon	
  or	
  gallery,	
  etc.	
  	
  

3.3	
  Communica/on	
  plan	
  
!
The	
  team	
  used	
  the	
  communicaEon	
  strategy,	
  suggested	
  by	
  the	
  impact	
  producer	
  and	
  

head	
  of	
  the	
  campaign	
  Stefano	
  Strocci.	
  The	
  strategy	
  divides	
  the	
  audience	
  in	
  two	
  major	
  

groups:	
  personal	
  contacts	
  and	
  audience,	
  reached	
  through	
  social	
  media.	
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!
The	
  communicaEon	
  flow	
  was	
  divided	
  to	
  three	
  categories	
  (see	
  Figure	
  5)	
  

!
	
  

Figure	
  5.	
  CommunicaEonal	
  strategy	
  with	
  the	
  primary	
  target	
  group,	
  created	
  by	
  Ste-­‐

fano	
  Strocci.	
  

!
First	
  target	
  group	
  consists	
  out	
  of	
  donors	
  and	
  people,	
  who	
  can	
  be	
  acEve	
  to	
  share	
  the	
  

First	
  target	
  group	
  consists	
  out	
  of	
  donors	
  and	
  people,	
  who	
  can	
  be	
  acEve	
  to	
  share	
  the	
  

informaEon	
  about	
  campaign	
  personally	
  and	
  through	
  social	
  media	
  channels	
  (Hogue,	
  

2015).	
  Apart	
  from	
  family	
  and	
  friends,	
  people	
  who	
  know	
  people	
  in	
  the	
  community	
  can	
  

make	
  a	
  huge	
  input	
  in	
  the	
  communicaEon	
  flow,	
  because	
  they	
  deliver	
  the	
  message	
  to	
  

the	
  people,	
  who	
  are	
  interested	
  in	
  the	
  issue.	
  Those	
  are	
  filmmakers,	
  arEsts,	
  human	
  

rights	
  acEvists,	
  etc.	
  Moreover,	
  the	
  subgroup	
  “People,	
  who	
  are	
  the	
  head	
  of” can	
  share	
  

the	
  info	
  in	
  the	
  social	
  circles	
  because	
  of	
  their	
  social	
  status	
  or	
  career,	
  and	
  their	
  opinion	
  

or	
  request	
  can	
  have	
  an	
  influenEal	
  power.	
  	
  	
  

!
Another	
  useful	
  tool	
  for	
  promoEon	
  are	
  newslekers.	
  They	
  are	
  considered	
  as	
  quite	
  ef-­‐

fecEve	
  tool	
  and	
  they	
  are	
  able	
  to	
  reach	
  approximately	
  20%	
  of	
  the	
  target	
  group.	
  Peo-­‐

ple,	
  working	
  for	
  issue-­‐related	
  organizaEons	
  (Schwules	
  Museum,	
  Amnesty	
  Queer,	
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Amnesty	
  Germany,	
  etc.)	
  or	
  subscribed	
  to	
  the	
  newslekers,	
  are	
  possibly	
  interested	
  in	
  

the	
  topic	
  and	
  can	
  donate.	
  Usually,	
  this	
  group	
  is	
  more	
  engaged	
  to	
  the	
  social	
  acEvism	
  

and	
  their	
  behavior	
  is	
  more	
  controllable.	
  

!
The	
  second	
  major	
  target	
  group	
  are	
  people,	
  who	
  can	
  be	
  reached	
  through	
  press	
  and	
  

social	
  media	
  tools.	
  The	
  rate	
  of	
  the	
  social	
  media	
  is	
  lower	
  than	
  with	
  e-­‐mails.	
  In	
  the	
  case	
  

with	
  e-­‐mails,	
  the	
  percentage	
  of	
  people,	
  who	
  would	
  follow	
  the	
  link,	
  generally	
  is	
  1-­‐5%.	
  

When	
  it	
  comes	
  to	
  the	
  social	
  media,	
  the	
  result	
  is	
  between	
  0.4-­‐0.8%	
  for	
  the	
  major	
  so-­‐

cial	
  media	
  channels	
  as	
  Facebook	
  and	
  Twiker.	
  And	
  only	
  2%	
  of	
  visitors,	
  who	
  have	
  seen	
  

the	
  page	
  in	
  media,	
  would	
  donate	
  on	
  Kickstarter	
  (Hogue,	
  2015).	
  Protagonists	
  can	
  have	
  

an	
  influence	
  on	
  the	
  audience	
  as	
  well,	
  because	
  they	
  have	
  a	
  lot	
  of	
  fans,	
  but	
  their	
  be-­‐

havior	
  is	
  not	
  really	
  controllable. The	
  team	
  esEmated	
  that	
  group	
  to	
  be	
  40%	
  from	
  all	
  

donors.	
  

Some	
  part	
  of	
  them	
  have	
  been	
  contacted	
  in	
  advance,	
  to	
  get	
  the	
  contacts	
  of	
  people,	
  

responsible	
  for	
  public	
  relaEons	
  and	
  others	
  only	
  when	
  we	
  has	
  the	
  link	
  for	
  the	
  cam-­‐

paign.	
  It	
  was	
  important,	
  so	
  we	
  could	
  introduce	
  the	
  project	
  and	
  get	
  the	
  feedback	
  on	
  it	
  

from	
  people,	
  who	
  are	
  into	
  the	
  community.	
  The	
  further	
  communicaEon	
  with	
  them	
  

could	
  be	
  more	
  effecEve,	
  because	
  it	
  would	
  be	
  more	
  personal.	
  	
  

The	
  comparison	
  of	
  contacted	
  partners	
  is	
  shown	
  in	
  the	
  chart	
  (see	
  Figure	
  6)	
  

!
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Figure	
  6.	
  The	
  percentage	
  of	
  contacted	
  informaEonal	
  partners.	
  

!
The	
  numbers	
  of	
  the	
  contacted	
  partners	
  were	
  derived	
  from	
  my	
  research	
  on	
  the	
  orga-­‐

nizaEons	
  and	
  media	
  resources.	
  (See	
  Tab.	
  1)	
  

!
!

!
Table.	
  1	
  The	
  amount	
  of	
  contacted	
  partners	
  

 
3.4	
  Execu/on	
  Phase	
  
!
My	
  own	
  role	
  as	
  the	
  producer’s	
  assistant	
  was	
  to	
  help	
  the	
  impact	
  producer	
  and	
  PR-­‐

manager	
  of	
  the	
  campaign	
  to	
  organize	
  the	
  work	
  and	
  the	
  tasks.	
  First	
  of	
  all,	
  I	
  was	
  re-­‐

sponsible	
  for	
  preparaEon	
  work	
  for	
  the	
  campaign,	
  which	
  included	
  research	
  on	
  poten-­‐

Eal	
  partners,	
  either	
  informaEonal	
  or	
  financial.	
  I	
  created	
  the	
  table	
  with	
  the	
  media	
  re-­‐

sources	
  (blogs,	
  magazines,	
  communicaEon	
  plaiorms,	
  news,	
  LGBT	
  and	
  human	
  rights	
  

protecEon	
  plaiorms)	
  and	
  NGOs	
  and	
  NCOs	
  that	
  we	
  could	
  possibly	
  contact	
  for	
  cooper-­‐

aEon	
  as	
  well.	
  The	
  main	
  emphasis	
  of	
  my	
  research	
  was	
  on	
  human	
  rights	
  protecEon	
  and	
  

equality	
  related	
  sources.	
  	
  

!
I	
  have	
  created	
  the	
  e-­‐mail	
  template,	
  in	
  which	
  I	
  have	
  explained	
  why	
  their	
  support	
  is	
  

important	
  for	
  our	
  project	
  and	
  what	
  I	
  would	
  like	
  to	
  ask	
  them	
  for.	
  The	
  main	
  request	
  

was	
  to	
  write	
  a	
  short	
  personal	
  opinion	
  about	
  the	
  project	
  and	
  publish	
  it	
  on	
  the	
  Face-­‐

book	
  page.	
  For	
  NGOs,	
  I	
  have	
  asked	
  to	
  include	
  the	
  link	
  to	
  the	
  newsleker,	
  which	
  are	
  

usually	
  are	
  sent	
  to	
  the	
  members	
  regularly.	
  

During	
  the	
  campaign,	
  I	
  was	
  in	
  charge	
  of	
  all	
  social	
  media	
  channels,	
  that	
  the	
  team	
  has	
  

used	
  for	
  the	
  project.	
  I	
  was	
  responsible	
  for	
  inviEng	
  people	
  to	
  like	
  the	
  page,	
  contacEng	
  

Facebook	
  pages	
  for	
  making	
  contacts	
  with	
  administrators	
  and	
  their	
  communiEes.	
  To-­‐

Facebook 
communities

NGOs Charity 
Organisations

Political 
Organisations

Media Art 
Communities

40 83 2 6 33 24
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gether	
  with	
  PR	
  manager,	
  I	
  have	
  created	
  a	
  strategic	
  content	
  plan	
  for	
  social	
  media	
  ac-­‐

counts,	
  which	
  were	
  implemenEng	
  in	
  shin.	
  

For	
  social	
  media	
  promoEon,	
  we	
  have	
  used	
  five	
  general	
  channels:	
  

• 	
  The	
  Facebook	
  page	
  of	
  the	
  film	
  

• The	
  Facebook	
  page	
  of	
  the	
  film’s	
  producEon	
  company	
  

• Twiker	
  of	
  the	
  Film	
  

• Twiker	
  of	
  the	
  Director	
  (Benjamin	
  Cantu)	
  

• 	
  Twiker	
  of	
  the	
  Director	
  (Nils	
  Bökamp)	
  

!
The	
  general	
  informaEon	
  about	
  the	
  film,	
  the	
  campaign	
  and	
  the	
  protagonists	
  was	
  con-­‐

centrated	
  on	
  the	
  film	
  related	
  Facebook	
  and	
  Twiker	
  pages.	
  The	
  Facebook	
  page	
  of	
  the	
  

company	
  gave	
  the	
  insights	
  to	
  the	
  working	
  process	
  of	
  the	
  company	
  and	
  the	
  promoEon	
  

of	
  the	
  campaign.	
  The	
  usage	
  of	
  the	
  Twiker	
  accounts	
  of	
  the	
  director	
  was	
  made	
  in	
  order	
  

to	
  make	
  promoEon	
  more	
  personal	
  and	
  increase	
  the	
  akenEon	
  of	
  the	
  followers	
  from	
  

filmmaking	
  business	
  and	
  personal	
  contacts	
  as	
  well.	
  	
  

!
I	
  divided	
  posts	
  in	
  social	
  media	
  into	
  the	
  categories.	
  It	
  was	
  important	
  to	
  get	
  akenEon	
  to	
  

the	
  campaign	
  and	
  at	
  the	
  same	
  Eme	
  to	
  feature	
  protagonists.	
  I	
  akached	
  the	
  links	
  from	
  

the	
  press	
  and	
  media,	
  where	
  the	
  protagonists	
  were	
  remained.	
  It	
  was	
  extremely	
  effec-­‐

Eve,	
  especially	
  with	
  the	
  arEsts,	
  who	
  are	
  acEve	
  in	
  the	
  media	
  and	
  have	
  a	
  blog	
  (DusEn	
  

Lance	
  Blake).	
  

!
The	
  informaEon	
  about	
  the	
  progress	
  and	
  rewards	
  of	
  the	
  campaign	
  was	
  updated	
  4	
  

Emes	
  per	
  day,	
  plus	
  “Thank	
  you” note	
  for	
  the	
  donors,	
  who	
  pledge	
  10	
  euros.	
  The	
  con-­‐

tent	
  was	
  divided	
  to	
  several	
  categories:	
  “Film” and	
  “Campaign”.	
  In	
  the	
  “Film” there	
  was	
  
an	
  informaEon	
  about	
  the	
  protagonists,	
  links	
  to	
  their	
  art	
  and	
  the	
  trailer.	
  Rewards,	
  

thank	
  you	
  notes	
  and	
  updates	
  related	
  to	
  the	
  “Campaign” and	
  were	
  accompanied	
  with	
  

the	
  link	
  on	
  Kickstarter.	
  

Unfortunately,	
  we	
  did	
  not	
  have	
  a	
  lot	
  of	
  original	
  content,	
  which	
  could	
  be	
  renewed	
  for	
  

every	
  post,	
  so	
  some	
  informaEon	
  published	
  was	
  cycled.	
  Every	
  day	
  I	
  researched	
  the	
  

news	
  on	
  the	
  LGBT	
  and	
  equality	
  topics,	
  which	
  can	
  be	
  reposted	
  in	
  the	
  social	
  media	
  	
  



!
�31

channels	
  and	
  akract	
  the	
  target	
  group,	
  to	
  like	
  more	
  and	
  due	
  to	
  the	
  Facebook	
  policy,	
  if	
  

the	
  post	
  is	
  opened,	
  the	
  friends	
  of	
  the	
  user	
  are	
  able	
  to	
  see	
  what	
  has	
  been	
  liked.	
  

The	
  graph	
  illustrates	
  three	
  kinds	
  of	
  acEviEes,	
  which	
  fans	
  of	
  the	
  page	
  were	
  doing,	
  dur-­‐

ing	
  the	
  dates	
  of	
  the	
  campaign	
  and	
  aner	
  film	
  release.	
  (see	
  Figure	
  7)	
  

!
	
  

Figure	
  7.	
  IllustraEon	
  acEvity	
  of	
  the	
  subscriber	
  on	
  the	
  Facebook	
  page	
  of	
  the	
  project	
  	
  

(Facebook,	
  2015).	
  

!
I	
  had	
  the	
  contacts	
  of	
  the	
  responsible	
  for	
  media	
  contact	
  persons	
  and	
  wrote	
  the	
  press	
  

release	
  in	
  two	
  languages:	
  Russian	
  and	
  English,	
  which	
  has	
  been	
  sent	
  to	
  every	
  media	
  

resources,	
  that	
  we	
  would	
  like	
  to	
  work	
  with	
  together.	
  I	
  used	
  my	
  personal	
  contacts	
  in	
  

Russian	
  media	
  to	
  get	
  akenEon	
  from	
  them	
  as	
  well	
  and	
  the	
  project	
  was	
  featured	
  in	
  few	
  

of	
  them.	
  

Concerning	
  the	
  crowdfunding	
  process,	
  I	
  have	
  replied	
  to	
  all	
  the	
  backers,	
  who	
  donated	
  

to	
  the	
  project,	
  updated	
  the	
  page	
  on	
  Kickstarter	
  and	
  was	
  sending	
  personal	
  updates	
  to	
  

the	
  parEcipants.	
  

!
!
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4	
  OUTCOME	
  

4.1	
  Financial	
  perspec/ve	
  for	
  Because	
  of	
  Who	
  I	
  Am 
!
The	
  iniEaEve	
  to	
  make	
  the	
  film	
  about	
  the	
  queer	
  arEsts	
  all	
  over	
  the	
  world	
  was	
  coming	
  

from	
  the	
  TV	
  channel	
  ARTE,	
  because	
  of	
  the	
  exhibiEon,	
  opening	
  in	
  May.	
  The	
  directors	
  

and	
  the	
  commissioning	
  editor	
  agreed	
  on	
  the	
  concept	
  and	
  the	
  team	
  started	
  to	
  work	
  

on	
  the	
  film	
  producEon.	
  

!
ARTE	
  provided	
  90	
  000	
  EUR,	
  which	
  is	
  almost	
  65%	
  percent	
  of	
  whole	
  budget.	
  It	
  was	
  re-­‐

ceived	
  during	
  the	
  producEon	
  process.	
  To	
  create	
  80	
  min	
  version	
  and	
  have	
  an	
  opportu-­‐

nity	
  to	
  make	
  a	
  premiere	
  event	
  in	
  Berlin,	
  producers	
  have	
  applied	
  for	
  “TV-­‐Event” grant	
  
from	
  Medienboard,	
  which	
  is	
  a	
  regional	
  commissioning	
  fund	
  in	
  Berlin.	
  

!
Medienboard,	
  as	
  the	
  governmental	
  organizaEon	
  have	
  a	
  quota	
  for	
  documentary	
  pro-­‐

ducEon.	
  “TV-­‐event” means	
  the	
  opportunity	
  to	
  get	
  the	
  budget	
  extension	
  for	
  the	
  cer-­‐

tain	
  excepEonal	
  projects.	
  	
  Another	
  35%	
  of	
  the	
  budget,	
  which	
  is	
  50	
  000	
  EUR	
  were	
  

granted	
  to	
  the	
  project	
  from	
  this	
  fund.	
  According	
  to	
  the	
  German	
  taxaEon	
  system,	
  7	
  

percent	
  of	
  the	
  budget	
  is	
  extracted	
  and	
  the	
  rest	
  received	
  by	
  the	
  producEon	
  company.	
  

For	
  the	
  campaign,	
  the	
  minimum	
  budget	
  was	
  established,	
  for	
  example	
  to	
  pay	
  for	
  the	
  

PR	
  manager	
  and	
  for	
  the	
  promoEon	
  materials.	
  	
  

!
For	
  the	
  outreach	
  campaign,	
  there	
  was	
  no	
  budget	
  established	
  except	
  30	
  000	
  EUR,	
  

were	
  planned	
  to	
  earn	
  through	
  crowdfunding	
  campaign.	
  It	
  was	
  planned	
  that	
  in	
  case	
  

the	
  crowd	
  funding	
  was	
  not	
  successful,	
  outreach	
  implementaEon	
  was	
  not	
  possible	
  as	
  

tour,	
  billboards,	
  the	
  plaiorm,	
  etc.	
  	
  

!
Copyrights	
  for	
  the	
  project	
  worked	
  in	
  the	
  following	
  way.	
  The	
  rights	
  for	
  German	
  and	
  

French	
  territories	
  belongs	
  to	
  ARTE,	
  but	
  the	
  channel	
  is	
  a	
  part	
  of	
  media	
  holding	
  ARD,	
  

which	
  means	
  that	
  the	
  holding	
  has	
  rights	
  to	
  screen	
  the	
  film	
  on	
  other	
  German	
  TV	
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channels	
  as	
  well.	
  In	
  France,	
  the	
  film	
  can	
  be	
  screened	
  only	
  by	
  ARTE.	
  For	
  other	
  world	
  

territories,	
  the	
  producEon	
  company	
  has	
  a	
  right	
  to	
  sell	
  the	
  license	
  to	
  distributors.	
  

The	
  producers	
  of	
  the	
  film	
  akended	
  the	
  Tessaloniki	
  film	
  fesEval	
  to	
  find	
  potenEal	
  part-­‐

ners	
  and	
  it	
  was	
  pitched	
  to	
  the	
  broadcasters	
  from	
  the	
  other	
  countries.	
  The	
  project	
  was	
  

aiming	
  to	
  the	
  world	
  sales	
  and	
  using	
  services	
  of	
  distribuEon	
  companies,	
  as	
  it	
  was	
  

agreed	
  with	
  AfriDoc,	
  because	
  two	
  of	
  the	
  arEsts,	
  featured	
  in	
  the	
  film	
  are	
  from	
  Africa	
  

and	
  there	
  was	
  interest	
  because	
  of	
  it.	
  AfriDoc	
  possibly	
  could	
  screen	
  it	
  on	
  TV	
  channels	
  

or	
  local	
  film	
  fesEvals.	
  In	
  the	
  list	
  of	
  other	
  interested	
  partners	
  were	
  SVT,	
  Finland,	
  

Greece,	
  probably	
  Belgium	
  and	
  Netherlands,	
  but	
  on	
  the	
  (20.09)	
  there	
  was	
  no	
  official	
  

approval	
  from	
  the	
  partners.	
  	
  

The	
  sales	
  to	
  the	
  countries	
  of	
  arEsts	
  origin	
  were	
  unlikely	
  possible,	
  because	
  almost	
  all	
  

the	
  countries	
  are	
  homophobic	
  and	
  TV	
  channels	
  would	
  not	
  buy	
  the	
  film.	
  One	
  of	
  the	
  

arEsts	
  lives	
  in	
  the	
  UK,	
  but	
  in	
  Tessaloniki,	
  there	
  were	
  no	
  representaEves	
  from	
  Great	
  

Britain,	
  so	
  there	
  was	
  no	
  negoEaEon	
  about	
  that.	
  	
  

The	
  possible	
  future	
  of	
  the	
  film,	
  apart	
  from	
  TV	
  broadcasEng	
  can	
  be	
  a	
  potenEal	
  parEci-­‐

paEon	
  in	
  fesEvals,	
  dedicated	
  to	
  the	
  human	
  right	
  and	
  LGBT	
  issues.	
  

!

4.2	
  Marke/ng	
  perspec/ve	
  
!
Kickstarter	
  campaign	
  started	
  on	
  the	
  27th	
  of	
  May	
  and	
  was	
  finished	
  on	
  the	
  15th	
  of	
  

June.	
  The	
  overall	
  amount	
  of	
  money,	
  collected	
  on	
  the	
  Kickstarter,	
  was	
  4,995	
  Euros.	
  

The	
  team	
  succeeds	
  to	
  reach	
  88	
  backers	
  from	
  different	
  countries.	
  	
  

The	
  campaign	
  existed	
  for	
  14	
  days	
  and	
  then	
  it	
  was	
  shut	
  down.	
  The	
  first	
  discussion	
  in	
  

the	
  working	
  group	
  about	
  interrupEng	
  the	
  campaign	
  was	
  raised	
  on	
  the	
  7th	
  day	
  of	
  

crowdfunding,	
  analyzing	
  the	
  first	
  results.	
  It	
  was	
  obvious,	
  that	
  with	
  the	
  gained	
  result	
  

of	
  2500	
  EUR	
  in	
  the	
  first	
  week	
  and	
  with	
  the	
  final	
  goal	
  of	
  30.000,	
  it	
  would	
  not	
  be	
  possi-­‐

ble	
  to	
  obtain	
  the	
  money	
  in	
  the	
  next	
  20	
  days.	
  The	
  associate	
  producer,	
  as	
  the	
  leader	
  of	
  

the	
  campaign	
  and	
  other	
  members	
  of	
  the	
  team	
  agreed	
  on	
  the	
  decision	
  to	
  stop	
  the	
  

crowdfunding	
  process.	
  

!
!



!
�34

The	
  graph	
  shows	
  the	
  financial	
  acEvity	
  of	
  donors	
  (see	
  Figure	
  8).	
  

!

� 	
  

!
!
Figure	
  8.	
  Funding	
  progress	
  of	
  the	
  project	
  	
  

(Kickstarter,	
  2015)	
  

!
Social	
  media	
  policy	
  of	
  the	
  project	
  was	
  more	
  effecEve	
  than	
  the	
  other	
  communicaEon	
  

channels.	
  PR	
  manager	
  and	
  me	
  in	
  the	
  role	
  of	
  producer’s	
  assistant	
  were	
  responsible	
  for	
  

social	
  media	
  accounts	
  related	
  to	
  the	
  campaign.	
  Social	
  media	
  policy	
  was	
  more	
  effec-­‐

Eve	
  than	
  other	
  communicaEon	
  channels.	
  I	
  created	
  the	
  Facebook	
  page	
  of	
  the	
  film	
  in	
  

November	
  and	
  I	
  was	
  responsible	
  for	
  the	
  public	
  image	
  of	
  the	
  company	
  in	
  social	
  media.	
  

The	
  rise	
  of	
  followers	
  from	
  that	
  Eme	
  Ell	
  the	
  release	
  of	
  the	
  film	
  can	
  be	
  seen	
  on	
  the	
  il-­‐

lustraEon	
  below.	
  On	
  the	
  25th	
  of	
  June,	
  the	
  amount	
  of	
  people,	
  liked	
  the	
  page	
  was	
  505.	
  

!
!
!
!
!
!
!
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The	
  graph	
  illustrates	
  the	
  results	
  of	
  the	
  social	
  media	
  campaign	
  in	
  numbers	
  of	
  the	
  fans	
  

(see	
  Figure	
  9)	
  

!
	
  

Figure	
  9.	
  The	
  raise	
  of	
  the	
  subscribers	
  to	
  the	
  page	
  	
  

(Facebook,	
  2015).	
  

!
During	
  the	
  campaign,	
  as	
  it	
  was	
  stated	
  before,	
  the	
  page	
  was	
  updated	
  4-­‐5	
  Emes	
  per	
  

day	
  in	
  different	
  Emeframes	
  in	
  order	
  to	
  interest	
  the	
  audience	
  from	
  several	
  Eme-­‐zones	
  

(USA	
  and	
  Australia)	
  and	
  posts	
  appeared	
  in	
  the	
  newsfeed	
  in	
  the	
  audience	
  peak-­‐hours.	
  

For	
  the	
  first	
  week	
  the	
  amount	
  of	
  publicaEons	
  was	
  quite	
  moderate,	
  but	
  aner	
  the	
  dis-­‐

cussion	
  with	
  the	
  team,	
  it	
  was	
  decided	
  to	
  increase	
  the	
  amount	
  of	
  posts	
  to	
  ten,	
  which	
  

led	
  us	
  to	
  the	
  fact,	
  the	
  fans	
  preferred	
  to	
  hide	
  the	
  post	
  about	
  the	
  project,	
  irritaEngly	
  

onen	
  popping	
  up	
  in	
  the	
  newsfeed.	
  

Aner	
  the	
  campaign	
  was	
  shut	
  down,	
  donors	
  received	
  their	
  prizes,	
  although	
  the	
  aim	
  

was	
  not	
  reached.	
  People	
  pledged	
  for	
  the	
  invitaEons	
  were	
  invited	
  to	
  the	
  premiere	
  and	
  

the	
  donors,	
  who	
  would	
  like	
  to	
  receive	
  the	
  online	
  version	
  of	
  the	
  film	
  will	
  get	
  the	
  link,	
  

when	
  80	
  min	
  version	
  is	
  ready.	
  Currently,	
  the	
  Facebook	
  page	
  of	
  the	
  project	
  is	
  not	
  up-­‐

dated.	
  

!
!
!
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5	
  CONCLUSION	
  AND	
  DISCUSSION	
  
!
The	
  premiere	
  of	
  the	
  film	
  was	
  on	
  the	
  17th	
  of	
  June	
  in	
  Berlin	
  and	
  on	
  24th	
  of	
  June	
  it	
  was	
  

broadcasted	
  on	
  ARTE	
  TV	
  channel.	
  Before,	
  it	
  was	
  a	
  long	
  producEon	
  process,	
  which	
  

lasted	
  almost	
  11	
  months	
  and	
  aligned	
  with	
  pracEcal	
  training	
  in	
  the	
  company.	
  Two	
  

main	
  issues —	
  financing	
  of	
  the	
  film	
  and	
  promoEon	
  are	
  covered	
  in	
  this	
  work,	
  sup-­‐

ported	
  with	
  literature	
  review	
  and	
  expert	
  opinion.	
  In	
  this	
  chapter,	
  I	
  would	
  like	
  to	
  ex-­‐

press	
  my	
  opinion	
  on	
  the	
  issues	
  and	
  suggest	
  some	
  improvements.	
  	
  

!
The	
  film	
  was	
  financed	
  in	
  the	
  frames	
  of	
  German	
  documentary	
  film	
  market	
  on	
  a	
  pre-­‐

sale	
  and	
  equity	
  basis.	
  As	
  it	
  was	
  stated	
  in	
  the	
  literature	
  review,	
  the	
  broadcaster	
  is	
  one	
  

of	
  the	
  major	
  sources	
  of	
  film	
  financing.	
  In	
  the	
  case	
  of	
  the	
  film,	
  ARTE/rbb	
  covered	
  the	
  

biggest	
  part	
  of	
  the	
  budget,	
  which	
  was	
  enough	
  for	
  52	
  min	
  version,	
  screened	
  on	
  TV	
  

channel	
  on	
  24th	
  of	
  June.	
  At	
  the	
  same	
  Eme,	
  according	
  to	
  the	
  guidelines	
  of	
  commission	
  

fund	
  Berlin-­‐Brandenburg,	
  called	
  Medienboard,	
  the	
  organizaEon	
  can	
  extend	
  the	
  bud-­‐

get	
  of	
  the	
  film,	
  if	
  there	
  is	
  an	
  extra	
  need	
  for	
  that.	
  Medienboard	
  increased	
  the	
  budget	
  

of	
  the	
  film	
  and	
  it	
  was	
  35%	
  of	
  the	
  whole	
  film	
  budget.	
  This	
  amount	
  was	
  enough	
  to	
  or-­‐

ganize	
  the	
  premiere	
  event	
  and	
  to	
  make	
  80	
  min	
  version.	
  

As	
  the	
  film	
  was	
  presented	
  on	
  the	
  film	
  fesEval	
  in	
  Tessaloniki,	
  it	
  would	
  be	
  distributed	
  to	
  

the	
  several	
  countries,	
  where	
  the	
  commissioning	
  editors	
  have	
  already	
  revealed	
  the	
  

interest	
  to	
  buy	
  the	
  license	
  for	
  the	
  film.	
  	
  

!
Money	
  obtained	
  through	
  tradiEonal	
  financing	
  methods	
  was	
  not	
  enough	
  to	
  cover	
  the	
  

needs	
  for	
  promoEon.	
  That	
  is	
  why	
  the	
  producers	
  took	
  a	
  decision	
  to	
  recall	
  to	
  the	
  alter-­‐

naEve	
  financing	
  methods	
  and	
  at	
  the	
  same	
  Eme	
  to	
  promote	
  the	
  project	
  through	
  

crowdfunding.	
  Based	
  on	
  the	
  previous	
  experience,	
  it	
  was	
  a	
  good	
  idea	
  to	
  involve	
  the	
  

audience	
  to	
  parEcipate	
  in	
  the	
  project	
  promoEon	
  and	
  combine	
  outreach	
  and	
  crowd-­‐

funding	
  campaigns	
  together.	
  Besides	
  that,	
  the	
  campaign	
  had	
  a	
  meaning	
  not	
  only	
  for	
  

the	
  film,	
  but	
  for	
  the	
  company	
  as	
  well,	
  because	
  it	
  was	
  the	
  first	
  big	
  project,	
  which	
  could	
  

show	
  the	
  abiliEes	
  of	
  the	
  company	
  for	
  the	
  future	
  partners.	
  	
  

!
The	
  results	
  of	
  the	
  crowdfunding	
  campaign	
  cannot	
  be	
  accepted	
  as	
  successful,	
  but	
  con-­‐

sidering	
  human	
  and	
  financial	
  resources	
  available	
  for	
  the	
  campaign,	
  I	
  would	
  say	
  it	
  was	
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a	
  good	
  akempt.	
  There	
  were	
  several	
  factors,	
  which	
  brought	
  the	
  project	
  to	
  that	
  results	
  

and	
  in	
  this	
  chapter,	
  I	
  would	
  like	
  to	
  raise	
  them	
  and	
  explain	
  what	
  could	
  have	
  been	
  im-­‐

proved.	
  	
  

!
According	
  to	
  the	
  communicaEon	
  plan,	
  compiled	
  by	
  Stefano	
  Strocci,	
  there	
  were	
  three	
  

main	
  categories	
  of	
  people,	
  who	
  supposed	
  to	
  be	
  the	
  target	
  group	
  of	
  the	
  project.	
  

Friends	
  and	
  family	
  of	
  the	
  crew	
  donated	
  to	
  the	
  project,	
  but	
  they	
  did	
  not	
  forward	
  the	
  

informaEon	
  to	
  their	
  social	
  circles.	
  The	
  key	
  to	
  the	
  successful	
  crowdfunding	
  is	
  personal	
  

communicaEon	
  and	
  the	
  directors,	
  the	
  producers	
  and	
  other	
  team	
  members	
  contacted	
  

their	
  social	
  network	
  to	
  spread	
  the	
  informaEon	
  on	
  the	
  topic.	
  The	
  important	
  note	
  is	
  

that	
  the	
  majority	
  of	
  that	
  people	
  does	
  not	
  relate	
  to	
  the	
  LGBT	
  community	
  and	
  most	
  of	
  

them	
  are	
  not	
  acEvists,	
  so	
  they	
  parEcipated	
  because	
  of	
  the	
  personal	
  relaEonship.	
  The	
  

reason,	
  why	
  these	
  people	
  were	
  interested	
  in	
  the	
  campaign	
  was	
  the	
  personal	
  contact,	
  

but	
  they	
  were	
  not	
  being	
  involved	
  in	
  the	
  issue.	
  If	
  they	
  would	
  relate	
  to	
  the	
  target	
  group	
  

of	
  the	
  film	
  or	
  would	
  be	
  connected	
  to	
  it,	
  the	
  result	
  could	
  be	
  much	
  more	
  impressive.	
  	
  

!
Another	
  powerful	
  tool	
  to	
  reach	
  a	
  big	
  amount	
  of	
  people	
  would	
  be	
  a	
  protagonist	
  of	
  the	
  

film.	
  The	
  team	
  did	
  not	
  build	
  a	
  strong	
  connecEon	
  between	
  the	
  target	
  group	
  and	
  the	
  

arEsts,	
  who	
  could	
  have	
  an	
  influence	
  on	
  them.	
  The	
  basis	
  for	
  successful	
  crowdfunding	
  

and	
  outreach	
  campaign	
  is	
  trust-­‐based	
  relaEonship	
  and	
  in	
  the	
  case,	
  the	
  team	
  did	
  not	
  

have	
  it.	
  ArEsts	
  were	
  not	
  involved	
  into	
  the	
  campaign	
  and	
  therefore	
  were	
  not	
  able	
  to	
  

bring	
  their	
  target	
  audience	
  to	
  parEcipate	
  in	
  the	
  crowdfunding.	
  That	
  is	
  why	
  the	
  target	
  

group	
  of	
  the	
  arEsts	
  was	
  not	
  interested	
  in	
  the	
  project,	
  in	
  which	
  they	
  have	
  been	
  fea-­‐

tured.	
  If	
  the	
  protagonists	
  would	
  have	
  Eme	
  and	
  ability	
  to	
  be	
  a	
  part	
  of	
  the	
  crowdfund-­‐

ing	
  campaign	
  and	
  promote	
  it	
  in	
  their	
  communicaEon	
  circles,	
  for	
  example	
  friends	
  and	
  

family,	
  and	
  through	
  social	
  media	
  accounts	
  to	
  reach	
  their	
  fans,	
  the	
  interest	
  to	
  the	
  

campaign	
  and	
  the	
  final	
  result	
  could	
  be	
  much	
  higher.	
  Stefano	
  Strocci	
  menEoned	
  a	
  

filmmaker,	
  who	
  was	
  working	
  on	
  a	
  movie	
  about	
  vinyl	
  collectors	
  and	
  he	
  was	
  closely	
  

working	
  with	
  them	
  for	
  two	
  years	
  and	
  he	
  was	
  visible	
  for	
  people,	
  he	
  appealed	
  to	
  them	
  

he	
  was	
  launching	
  crowdfunding	
  campaign.	
  As	
  well,	
  he	
  sent	
  personal	
  e-­‐mails	
  to	
  his	
  

fans	
  two	
  months	
  in	
  advance	
  and	
  he	
  was	
  able	
  to	
  move	
  a	
  big	
  community	
  to	
  donate.	
  It	
  

was	
  a	
  full-­‐Eme	
  work,	
  but	
  it	
  had	
  given	
  posiEve	
  results.	
  	
  

!
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The	
  next	
  secondary	
  target	
  group	
  that	
  the	
  team	
  was	
  aiming	
  to	
  reach,	
  were	
  the	
  LGBT	
  

and	
  human	
  rights	
  acEvists,	
  ARTE	
  target	
  group	
  and	
  people	
  who	
  are	
  not	
  indifferent	
  to	
  

the	
  topic.	
  The	
  team	
  planned	
  to	
  reach	
  them	
  through	
  social	
  media	
  and	
  NGOs,	
  but	
  un-­‐

fortunately,	
  not	
  so	
  many	
  communiEes	
  were	
  willing	
  to	
  cooperate	
  with	
  us.	
  	
  

!
Even	
  though	
  there	
  was	
  a	
  huge	
  research	
  list	
  on	
  informaEonal	
  partners,	
  they	
  were	
  not	
  

reached	
  in	
  appropriate	
  Eme	
  and	
  this	
  mistake	
  leaded	
  to	
  the	
  unsaEsfactory	
  results.	
  	
  

I	
  contacted	
  83	
  NGOs	
  worldwide,	
  working	
  on	
  the	
  LGBT	
  equality	
  and	
  human	
  rights	
  pro-­‐

tecEon	
  issues.	
  The	
  message	
  or	
  e-­‐mail	
  had	
  a	
  link	
  to	
  the	
  Kickstarter.	
  Due	
  to	
  the	
  fact	
  

that	
  the	
  campaign	
  on	
  the	
  Kickstarter	
  was	
  created	
  two	
  days	
  before	
  the	
  launch,	
  the	
  

informaEon	
  was	
  spread	
  just	
  before	
  the	
  start	
  of	
  the	
  campaign.	
  We	
  did	
  not	
  consider	
  

the	
  possible	
  high	
  workload	
  of	
  people,	
  who	
  in	
  charge	
  of	
  public	
  relaEons,	
  so	
  part	
  of	
  

them	
  did	
  not	
  have	
  Eme	
  to	
  get	
  acquainted	
  with	
  the	
  project	
  itself.	
  Some	
  of	
  the	
  PR	
  

managers	
  did	
  not	
  find	
  the	
  project	
  akracEve	
  to	
  present	
  it	
  to	
  the	
  members	
  or	
  commu-­‐

nity.	
  The	
  most	
  remarkable	
  answer	
  I	
  have	
  received	
  from	
  the	
  PR	
  manager	
  of	
  the	
  NY	
  

community	
  who	
  explained	
  me	
  the	
  reason	
  of	
  declining	
  my	
  request.	
  He	
  did	
  not	
  publish	
  

the	
  informaEon	
  about	
  the	
  project	
  in	
  the	
  newsleker,	
  because	
  the	
  NGO	
  already	
  had	
  

received	
  a	
  big	
  number	
  of	
  similar	
  applicaEons,	
  who	
  needed	
  the	
  media	
  and	
  community	
  

akenEon	
  and	
  in	
  his	
  opinion,	
  it	
  is	
  not	
  possible	
  to	
  serve	
  all	
  of	
  them.	
  Moreover,	
  the	
  ex-­‐

planaEon	
  from	
  another	
  LGBT	
  community	
  was	
  that	
  they	
  would	
  like	
  to	
  pledge	
  money	
  

to	
  the	
  project,	
  but	
  due	
  to	
  the	
  internal	
  rules,	
  they	
  are	
  obligated	
  to	
  spend	
  money	
  only	
  

in	
  the	
  USA,	
  and	
  it	
  is	
  forbidden	
  to	
  support	
  the	
  projects,	
  registered	
  outside	
  of	
  the	
  coun-­‐

try.	
  	
  

!
	
  As	
  the	
  result,	
  the	
  majority	
  of	
  NGOs	
  and	
  public	
  pages	
  on	
  Facebook	
  did	
  not	
  reply	
  to	
  

the	
  e-­‐mail	
  with	
  the	
  press	
  release	
  and	
  the	
  link.	
  In	
  the	
  case	
  with	
  the	
  e-­‐mails,	
  it	
  is	
  not	
  

possible	
  to	
  see	
  if	
  the	
  message	
  has	
  been	
  read	
  or	
  not,	
  but	
  on	
  Facebook	
  the	
  majority	
  of	
  

administrators	
  have	
  read	
  the	
  message,	
  but	
  have	
  not	
  replied	
  back.	
  Comparing	
  two	
  

ways	
  of	
  communicaEon,	
  Facebook	
  was	
  more	
  successful	
  and	
  several	
  FB	
  pages	
  pub-­‐

lished	
  the	
  link.	
  

Some	
  of	
  the	
  Facebook	
  public	
  pages	
  administrator	
  responded	
  that	
  they	
  are	
  not	
  inter-­‐

ested	
  to	
  publish	
  the	
  link	
  to	
  Kickstarter	
  on	
  the	
  main	
  wall,	
  but	
  it	
  is	
  possible	
  to	
  do	
  that	
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independently.	
  But	
  the	
  percent	
  of	
  the	
  audience,	
  who	
  will	
  noEce	
  that	
  is	
  very	
  small,	
  

because	
  it	
  does	
  not	
  appear	
  in	
  the	
  newsfeed	
  of	
  the	
  people,	
  who	
  are	
  fan	
  of	
  the	
  page.	
  

One	
  other	
  way	
  to	
  reach	
  the	
  secondary	
  target	
  audience	
  was	
  covered	
  by	
  the	
  public	
  re-­‐

laEons	
  manager	
  from	
  human	
  rights	
  NGO,	
  which	
  possessed	
  the	
  wide	
  range	
  of	
  the	
  con-­‐

tacts	
  with	
  journalists	
  and	
  NGOs	
  representaEves	
  from	
  Germany.	
  Unfortunately,	
  we	
  did	
  

not	
  succeed	
  to	
  reach	
  them.	
  The	
  press	
  release	
  was	
  forwarded	
  to	
  the	
  contact	
  list	
  and	
  

as	
  the	
  result	
  the	
  project	
  was	
  highlighted	
  in	
  the	
  radio	
  show	
  and	
  was	
  remained	
  in	
  one	
  

German	
  media	
  resources,	
  related	
  to	
  the	
  LGBT	
  issues.	
  

From	
  the	
  target	
  countries,	
  which	
  were	
  planned	
  to	
  reach,	
  only	
  Russian	
  media	
  (3)	
  and	
  

German	
  (2)	
  were	
  ready	
  to	
  share	
  the	
  informaEon	
  about	
  the	
  project.	
  In	
  case	
  with	
  the	
  

Russia,	
  that	
  was	
  not	
  expected,	
  due	
  to	
  the	
  hard	
  situaEon	
  on	
  the	
  topic	
  in	
  the	
  country	
  

and	
  the	
  altude	
  of	
  the	
  majority	
  of	
  the	
  society	
  to	
  it	
  as	
  well.	
  	
  

To	
  analyze	
  the	
  failure	
  of	
  the	
  communicaEng	
  with	
  media,	
  the	
  author	
  contacted	
  one	
  

Russian	
  newspaper	
  and	
  received	
  the	
  reply	
  from	
  the	
  editor-­‐in-­‐chief,	
  (Kirill	
  Artemenko)	
  

of	
  one	
  Russian	
  online	
  newspaper	
  “Bumaga” (paperpaper.ru).	
  He	
  says	
  that	
  media	
  

writes	
  about	
  the	
  news,	
  news	
  is	
  facts,	
  but	
  the	
  crowdfunding	
  project	
  is	
  not	
  a	
  fact,	
  —	
  it	
  

is	
  a	
  project.	
  When	
  the	
  project	
  collects	
  money	
  that	
  becomes	
  news.	
  There	
  is	
  no	
  way	
  to	
  

write	
  about	
  possibiliEes	
  all	
  the	
  Eme.	
  

For	
  beker	
  communicaEon	
  with	
  informaEonal	
  partners,	
  I	
  think,	
  there	
  was	
  a	
  need	
  for	
  

personal	
  communicaEon	
  not	
  only	
  through	
  e-­‐mail,	
  but	
  the	
  personal	
  calls	
  as	
  well.	
  The	
  

emphasis	
  should	
  not	
  be	
  on	
  internaEonal	
  NGOs,	
  but	
  on	
  German	
  or	
  European	
  organi-­‐

zaEons	
  as	
  well,	
  as	
  they	
  can	
  spend	
  fund	
  money	
  inside	
  Germany	
  or	
  European	
  Union.	
  	
  

The	
  lack	
  of	
  interest	
  from	
  media,	
  I	
  can	
  say,	
  was	
  condiEoned	
  with	
  LGBT	
  poliEcal	
  situa-­‐

Eon.	
  The	
  most	
  important	
  poliEcal	
  movement	
  was	
  made	
  in	
  Ireland	
  on	
  the	
  22nd	
  of	
  

May	
  and	
  the	
  akenEon	
  of	
  media	
  was	
  compelled	
  to	
  this	
  topic.	
  	
  

!
As	
  it	
  is	
  clear	
  that	
  the	
  team	
  wanted	
  to	
  akract	
  internaEonal	
  audience	
  to	
  the	
  film	
  and	
  to	
  

project	
  itself.	
  There	
  were	
  two	
  important	
  factors	
  that	
  the	
  team	
  did	
  not	
  take	
  into	
  ac-­‐

count.	
  The	
  campaign	
  was	
  launched	
  before	
  the	
  film	
  was	
  released	
  and	
  there	
  was	
  no	
  

internaEonal	
  version	
  of	
  the	
  film,	
  because	
  they’re	
  no	
  subEtles	
  and	
  voice-­‐over	
  in	
  Eng-­‐
lish.	
  The	
  campaign	
  was	
  launched	
  before	
  the	
  premiere,	
  because	
  it	
  was	
  planned	
  that	
  

the	
  awards	
  for	
  the	
  donors	
  would	
  be	
  invitaEon	
  for	
  the	
  premiere.	
  If	
  the	
  campaign	
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started	
  when	
  the	
  target	
  community	
  has	
  seen	
  the	
  film	
  already	
  and	
  knew	
  that	
  it	
  is	
  a	
  

strong	
  media	
  product,	
  which	
  is	
  the	
  basic	
  requirement	
  for	
  an	
  outreach	
  campaign,	
  the	
  

level	
  of	
  akenEon	
  could	
  be	
  much	
  higher.	
  The	
  audience	
  would	
  get	
  the	
  clear	
  image	
  of	
  

the	
  film	
  and	
  have	
  the	
  certain	
  altude	
  to	
  it	
  as	
  to	
  the	
  art	
  work,	
  and	
  as	
  a	
  result	
  would	
  

spread	
  the	
  word	
  about	
  it.	
  The	
  producEon	
  team	
  created	
  English	
  subEtles,	
  but	
  in	
  the	
  

middle	
  of	
  the	
  campaign,	
  which	
  was	
  a	
  bit	
  out	
  of	
  Emeline.	
  If	
  that	
  could	
  be	
  done	
  earlier,	
  

then	
  the	
  film	
  would	
  be	
  available	
  for	
  the	
  English-­‐speaking	
  countries	
  as	
  US,	
  Ireland,	
  

Great	
  Britain,	
  which	
  are	
  the	
  countries,	
  where	
  the	
  altude	
  towards	
  LGBT	
  community	
  

is	
  quite	
  tolerant.	
  With	
  the	
  interest	
  of	
  the	
  acEvists	
  from	
  these	
  countries,	
  I	
  think	
  the	
  

project	
  could	
  achieve	
  beker	
  results.	
  

!
There	
  were	
  some	
  other	
  communicaEon	
  channels,	
  that	
  were	
  not	
  considered	
  in	
  the	
  

beginning,	
  but	
  the	
  team	
  decided	
  to	
  build	
  a	
  connecEon	
  with	
  other	
  project	
  owners	
  on	
  

Kickstarter,	
  whose	
  project	
  are	
  not	
  similar,	
  but	
  appeal	
  to	
  the	
  same	
  target	
  groups.	
  Co-­‐

operaEon	
  with	
  these	
  campaigns	
  could	
  become	
  a	
  working	
  tool	
  for	
  building	
  a	
  connec-­‐

Eon	
  to	
  the	
  community	
  and	
  the	
  mutual	
  partnership	
  with	
  project’s	
  owners	
  could	
  be	
  
effecEve	
  as	
  well.	
  Here	
  could	
  be	
  found	
  a	
  financial	
  and	
  informaEonal	
  help	
  for	
  both	
  

projects.	
  The	
  team	
  tried	
  to	
  get	
  in	
  contact	
  with	
  two	
  project	
  owners,	
  but	
  Because	
  of	
  

Who	
  I	
  Am	
  did	
  not	
  receive	
  posiEve	
  feedback	
  on	
  cooperaEon.	
  While	
  searching	
  for	
  a	
  

soluEon	
  for	
  raising	
  the	
  interest	
  to	
  project,	
  I	
  found	
  that	
  Hogue	
  (2015)	
  advises	
  to	
  make	
  

a	
  research	
  on	
  people,	
  who	
  has	
  done	
  similar	
  projects	
  and	
  ask	
  them	
  for	
  an	
  advice,	
  con-­‐

tacts,	
  etc,	
  because	
  it	
  helps	
  to	
  avoid	
  common	
  mistakes	
  and	
  the	
  person	
  already	
  know	
  

how	
  to	
  operate	
  with	
  the	
  community.	
  That	
  was	
  not	
  real	
  to	
  implement	
  because	
  of	
  the	
  

lack	
  of	
  Eme,	
  but	
  could	
  	
  have	
  been	
  effecEve.	
  The	
  right	
  way	
  to	
  build	
  cooperaEon	
  would	
  

be	
  to	
  send	
  a	
  brief	
  leker,	
  expressing	
  the	
  opinion	
  about	
  their	
  previous	
  work,	
  introduc-­‐

ing	
  our	
  own	
  project	
  and	
  then	
  asking	
  for	
  an	
  advice,	
  says	
  Hogue	
  (2015).	
  He	
  also	
  advices	
  

to	
  research	
  past	
  experience	
  of	
  successful	
  projects	
  which	
  could	
  lead	
  the	
  team	
  to	
  the	
  

clear	
  understanding	
  what	
  kind	
  of	
  tools	
  funcEon	
  for	
  the	
  effecEve	
  communicaEon	
  with	
  

the	
  target	
  group,	
  for	
  example	
  special	
  forums,	
  Facebook-­‐groups,	
  where	
  people	
  have	
  

mutual	
  communicaEon	
  and	
  discuss	
  subject-­‐related	
  topic	
  instead	
  of	
  Facebook	
  public	
  

pages,	
  where	
  the	
  communicaEon	
  is	
  basically	
  only	
  in	
  one	
  way.	
  Moreover,	
  it	
  might	
  be	
  

helpful	
  to	
  find	
  out	
  what	
  kind	
  of	
  websites	
  could	
  provide	
  some	
  useful	
  informaEon	
  or	
  

bloggers	
  and	
  journalists	
  who	
  were	
  able	
  to	
  cooperate.	
  (Hogue,	
  2015)	
  

!
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!
The	
  great	
  example	
  of	
  proper	
  and	
  effecEve	
  communicaEon	
  with	
  target	
  group	
  was	
  pro-­‐

vided	
  by	
  the	
  partner	
  of	
  Supermarket	
  Medien	
  GmbH.	
  

He	
  was	
  working	
  on	
  a	
  film	
  about	
  gay	
  and	
  lesbian	
  children,	
  growing	
  up	
  in	
  religious	
  fam-­‐

ilies,	
  as	
  well	
  as	
  has	
  done	
  a	
  fundraising.	
  It	
  would	
  be	
  a	
  great	
  example	
  of	
  successful	
  

crowd	
  funding	
  campaign	
  related	
  to	
  the	
  LGBT	
  community	
  problem.	
  Karslake	
  visited	
  

Human	
  Rights	
  Campaign’s	
  NaEonal	
  ConvenEon	
  in	
  October	
  of	
  2006	
  in	
  Washington,	
  

DC.	
  and	
  through	
  knowing	
  some	
  board	
  members	
  he	
  was	
  able	
  to	
  show	
  the	
  reel	
  on	
  the	
  

conference	
  in	
  front	
  of	
  600	
  000	
  people.	
  As	
  Karslake	
  says,	
  the	
  response	
  was	
  over-­‐

whelming	
  and	
  a	
  lot	
  of	
  people	
  wanted	
  to	
  talk	
  with	
  him	
  and	
  support	
  the	
  movie.	
  Later,	
  

the	
  trailer	
  was	
  shown	
  on	
  the	
  other	
  naEonal	
  convenEon,	
  where	
  it	
  has	
  been	
  seen	
  by	
  

200	
  000	
  people.	
  To	
  fundraise	
  the	
  project,	
  Karlslake	
  also	
  invited	
  the	
  families	
  from	
  the	
  

film	
  to	
  parEcipate	
  in	
  project	
  and	
  he	
  contacted	
  from	
  the	
  NGO,	
  which	
  supported	
  chil-­‐

dren	
  with	
  similar	
  problems	
  and	
  with	
  the	
  support	
  from	
  different	
  groups	
  and	
  partners,	
  

the	
  fundraising	
  successfully	
  was	
  finished.	
  This	
  example	
  demonstrates	
  that	
  it	
  is	
  impor-­‐

tant	
  to	
  find	
  an	
  approach	
  to	
  the	
  people,	
  who	
  could	
  be	
  potenEally	
  interested	
  in	
  the	
  

project	
  and	
  then	
  spread	
  it	
  forward	
  in	
  the	
  community	
  that	
  it	
  is	
  intended	
  for.	
  

!
The	
  same	
  idea	
  came	
  to	
  us	
  as	
  well	
  and	
  I	
  have	
  researched	
  the	
  LGBT,	
  equality	
  and	
  hu-­‐

man	
  rights	
  protecEon	
  events,	
  held	
  in	
  Europe	
  in	
  the	
  period	
  from	
  January	
  2015	
  Ell	
  June	
  

2015.	
  ParEcipaEon	
  in	
  them	
  with	
  the	
  short	
  speech	
  about	
  the	
  project	
  and	
  crowdfund-­‐

ing	
  would	
  definitely	
  draw	
  akenEon	
  of	
  the	
  target	
  audience.	
  Those	
  events	
  were	
  divid-­‐

ed	
  to	
  the	
  two	
  categories	
  -­‐	
  prides,	
  which	
  are	
  running	
  in	
  the	
  different	
  countries	
  and	
  

supported	
  by	
  the	
  local	
  NGOs	
  and	
  the	
  conferences,	
  where	
  people,	
  whose	
  professional	
  

field	
  relates	
  to	
  the	
  topic	
  of	
  the	
  film,	
  are	
  gathered.	
  Relying	
  on	
  the	
  experience	
  of	
  the	
  

partner,	
  to	
  achieve	
  more	
  progressive	
  results,	
  the	
  parEcipaEon	
  at	
  these	
  events	
  held	
  in	
  

Europe	
  could	
  assist	
  to	
  draw	
  the	
  akenEon	
  of	
  the	
  target	
  group	
  to	
  the	
  film.	
  It	
  could	
  help	
  

us,	
  but	
  the	
  team	
  could	
  not	
  afford	
  the	
  traveling	
  for	
  these	
  events	
  due	
  to	
  financial	
  and	
  

Eme	
  limit	
  reasons.	
  At	
  the	
  end	
  of	
  the	
  campaign,	
  when	
  it	
  was	
  decided	
  to	
  shut	
  it	
  down,	
  

one	
  of	
  the	
  directors,	
  Benjamin	
  Cantu	
  parEcipated	
  in	
  the	
  Salzburg	
  Global	
  LGBT	
  Forum,	
  

which	
  was	
  held	
  in	
  Austria	
  from	
  14th	
  Ell	
  19th	
  of	
  June	
  and	
  where	
  the	
  project	
  was	
  pre-­‐

sented,	
  but	
  not	
  with	
  the	
  purpose	
  to	
  present	
  crowdfunding	
  campaign.	
  If	
  the	
  campaign	
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was	
  scheduled	
  later,	
  the	
  conference	
  could	
  become	
  a	
  great	
  place	
  to	
  promote	
  the	
  

project	
  and	
  the	
  campaign,	
  especially	
  if	
  it	
  was	
  screened	
  there.	
  	
  

 
In	
  my	
  opinion,	
  the	
  team	
  did	
  not	
  have	
  enough	
  Eme	
  to	
  prepare	
  the	
  campaign.	
  It	
  re-­‐

gards	
  to	
  many	
  aspects,	
  which	
  were	
  not	
  concerned	
  during	
  the	
  development	
  phase.	
  

The	
  Emeframe	
  of	
  the	
  campaign	
  has	
  moved	
  several	
  Eme:	
  the	
  first	
  Eme	
  when	
  we	
  de-­‐

cided	
  to	
  implement	
  it	
  was	
  in	
  April	
  and	
  when	
  we	
  moved	
  it	
  to	
  the	
  middle	
  of	
  May.	
  There	
  

was	
  a	
  need	
  to	
  do	
  it,	
  mostly	
  for	
  the	
  company	
  to	
  show	
  the	
  pilot	
  project	
  and	
  to	
  draw	
  

the	
  akenEon	
  of	
  the	
  documentary	
  filmmakers	
  community.	
  If	
  the	
  team	
  had	
  more	
  Eme	
  

to	
  prepare	
  for	
  the	
  campaign,	
  to	
  build	
  a	
  relaEonship	
  with	
  the	
  LGBT	
  and	
  human	
  rights	
  

communiEes,	
  the	
  results	
  could	
  be	
  much	
  more	
  impressive.	
  The	
  film	
  is	
  strong	
  media	
  

project	
  and	
  it	
  could	
  have	
  more	
  impression	
  on	
  public	
  with	
  the	
  planned	
  outreach	
  cam-­‐

paign.	
  The	
  lack	
  of	
  Eme	
  regards	
  to	
  the	
  people,	
  who	
  were	
  working	
  on	
  the	
  project:	
  

there	
  were	
  a	
  lot	
  of	
  side	
  projects	
  that	
  the	
  team	
  members	
  needed	
  to	
  take	
  care	
  of	
  and	
  it	
  

was	
  not	
  possible	
  to	
  give	
  more	
  Eme	
  for	
  it.	
  It	
  was	
  stated	
  before	
  that	
  working	
  on	
  the	
  

campaign	
  can	
  be	
  compared	
  with	
  full-­‐Eme	
  job	
  and	
  it	
  is	
  almost	
  impossible	
  to	
  pay	
  at-­‐

tenEon	
  to	
  other	
  projects	
  at	
  the	
  same	
  Eme.	
  I	
  stated	
  before	
  that	
  the	
  protagonists	
  

were	
  busy	
  with	
  their	
  art	
  as	
  well,	
  but	
  their	
  parEcipaEon	
  could	
  be	
  extremely	
  effecEve	
  

for	
  the	
  image	
  of	
  the	
  film	
  and	
  the	
  success	
  of	
  the	
  campaign.	
  	
  

!
As	
  it	
  was	
  menEoned	
  before,	
  the	
  budget	
  for	
  outreach	
  campaign	
  was	
  based	
  on	
  the	
  re-­‐

sults	
  of	
  crowd	
  funding	
  campaign.	
  At	
  the	
  moment,	
  when	
  the	
  report	
  will	
  be	
  published,	
  

it	
  is	
  hard	
  to	
  say	
  about	
  any	
  visible	
  impact	
  on	
  the	
  society	
  that	
  film	
  has	
  been	
  done.	
  	
  

First	
  of	
  all,	
  the	
  film	
  was	
  released	
  in	
  the	
  second	
  half	
  of	
  June	
  and	
  aner	
  that	
  the	
  produc-­‐

Eon	
  company	
  had	
  a	
  big	
  load	
  of	
  work,	
  concerning	
  the	
  other	
  projects.	
  	
  

!
The	
  things	
  that	
  have	
  been	
  in	
  the	
  outreach	
  strategy	
  could	
  not	
  be	
  implemented	
  in	
  the	
  

same	
  volume	
  that	
  they	
  were	
  planned	
  to	
  do	
  so.	
  The	
  main	
  occasion,	
  connected	
  to	
  the	
  

film	
  was	
  the	
  premiere,	
  which	
  was	
  akended	
  by	
  people	
  from	
  Amnesty	
  InternaEonal	
  

and	
  other	
  branches	
  of	
  the	
  this	
  NGO,	
  people	
  from	
  Schwules	
  Museum,	
  others,	
  who	
  are	
  

involved	
  into	
  the	
  topic.	
  The	
  impact	
  is	
  possible	
  with	
  the	
  distribuEon	
  of	
  the	
  film	
  to	
  the	
  

different	
  territories	
  and	
  parEcipaEng	
  on	
  the	
  fesEvals	
  concerning	
  LGBT-­‐issues	
  and	
  hu-­‐

man	
  rights	
  protecEon.	
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I	
  would	
  like	
  to	
  menEon	
  the	
  interviews	
  that	
  I	
  took	
  with	
  the	
  producer	
  of	
  the	
  film.	
  Talk-­‐

ing	
  with	
  them	
  and	
  extracEng	
  their	
  opinion	
  and	
  experiences	
  on	
  the	
  financing	
  and	
  

promoEon	
  issues	
  was	
  useful,	
  because	
  they	
  supplied	
  this	
  report	
  with	
  important	
  in-­‐

formaEon.	
  When	
  talking	
  about	
  the	
  outreach	
  campaign,	
  Stefano	
  said	
  that	
  there	
  

should	
  be	
  a	
  suitable	
  Eme	
  for	
  the	
  release	
  of	
  the	
  film	
  and	
  for	
  the	
  campaign,	
  so	
  it	
  will	
  up	
  

to	
  date	
  and	
  acEvely	
  discussed	
  in	
  the	
  society.	
  Despite	
  to	
  the	
  fact,	
  that	
  the	
  topic	
  is	
  cur-­‐

rently	
  featured	
  in	
  media,	
  this	
  akenEon	
  was	
  not	
  enough	
  to	
  make	
  the	
  film	
  stand	
  out	
  

from	
  other	
  media	
  products.	
  I	
  believe	
  that	
  theoreEcally	
  all	
  the	
  advices	
  that	
  Stefano	
  

gave	
  could	
  be	
  effecEvely	
  used	
  and	
  the	
  campaign	
  would	
  be	
  successful,	
  but	
  in	
  this	
  case,	
  

the	
  circumstances	
  had	
  more	
  influence	
  on	
  the	
  results.	
  

I	
  asked	
  Strocci	
  about	
  his	
  opinion	
  on	
  the	
  results	
  and	
  factors,	
  which	
  did	
  not	
  allow	
  us	
  to	
  

reach	
  the	
  goal.	
  He	
  said	
  that	
  the	
  campaign	
  did	
  not	
  go	
  well	
  and	
  the	
  main	
  reason	
  for	
  

that	
  was	
  lack	
  of	
  personal	
  contacts	
  and	
  lack	
  specific	
  community,	
  which	
  was	
  not	
  en-­‐

gaged.	
  The	
  team	
  needed	
  a	
  large	
  network	
  and	
  an	
  ability	
  to	
  be	
  closely	
  connected	
  to	
  a	
  

NGO	
  or	
  an	
  acEvist	
  group,	
  which	
  can	
  spread	
  the	
  informaEon	
  and	
  appeal	
  to	
  join.	
  The	
  

directors	
  of	
  the	
  film	
  are	
  not	
  acEvists	
  themselves	
  and	
  they	
  do	
  not	
  belong	
  to	
  any	
  NGO,	
  

so	
  that	
  was	
  a	
  difficulty	
  as	
  well.	
  The	
  partners	
  that	
  we	
  have	
  worked	
  with	
  could	
  use	
  

their	
  local	
  resources	
  to	
  akract	
  akenEon	
  to	
  the	
  protagonists,	
  but	
  they	
  have	
  not	
  been	
  

involved	
  as	
  well.	
  The	
  social	
  media	
  cooperaEon	
  was	
  not	
  enough	
  and	
  the	
  campaign	
  it-­‐

self	
  was	
  not	
  aimed	
  to	
  “finish	
  the	
  film”,	
  but	
  rather	
  	
  for	
  the	
  tour	
  and	
  was	
  planned	
  as	
  an	
  

experiment.	
  

The	
  campaign	
  and	
  the	
  film	
  could	
  achieve	
  beker	
  results,	
  because	
  the	
  project	
  is	
  a	
  

strong	
  artwork	
  and	
  it	
  could	
  have	
  more	
  success.	
  Basically,	
  the	
  team	
  could	
  have	
  

reached	
  30	
  000	
  on	
  a	
  Kickstarter.	
  The	
  topic	
  will	
  be	
  relevant	
  for	
  a	
  long	
  Eme,	
  because	
  

the	
  changes	
  in	
  the	
  altude	
  of	
  the	
  society	
  are	
  happening	
  right	
  now	
  and	
  worldwide	
  

media	
  regularly	
  features	
  this	
  topic.	
  I	
  suppose	
  that	
  the	
  film	
  will	
  not	
  lose	
  its	
  actuality	
  in	
  

next	
  several	
  years	
  and	
  with	
  the	
  proper	
  amount	
  of	
  finances,	
  the	
  outreach	
  campaign	
  

could	
  be	
  implemented	
  and	
  the	
  product	
  will	
  have	
  it’s	
  own	
  input	
  in	
  to	
  the	
  changes	
  in	
  

the	
  society.	
  Besides	
  that,	
  the	
  film	
  was	
  released	
  in	
  June	
  and	
  not	
  all	
  the	
  partners	
  had	
  

Eme	
  to	
  distribute	
  the	
  film	
  already.	
  But	
  as	
  it	
  was	
  pointed	
  before	
  several	
  TV	
  channels	
  

are	
  interested	
  to	
  buy	
  the	
  license,	
  so	
  I	
  hope,	
  as	
  a	
  former	
  team-­‐member	
  of	
  the	
  project	
  

hope	
  that	
  the	
  strategy,	
  we	
  have	
  planned	
  will	
  be	
  released.	
  

!
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APPENDICES	
  

APPENDIX	
  1	
  – Interview	
  with	
  Stefano	
  Strocci	
  
!
(D)	
  Can	
  you	
  point	
  out	
  some	
  changes	
  that	
  you	
  could	
  observe	
  for	
  last	
  10	
  years	
  in	
  doc-­‐

umentary	
  market.	
  

!
(S)	
  I	
  think,	
  there	
  has	
  been	
  a	
  significant	
  change	
  in	
  the	
  last	
  10	
  years,	
  because	
  of	
  the	
  

pitching	
  forums.	
  In	
  the	
  beginning,	
  ten	
  years	
  ago,	
  there	
  was	
  five	
  or	
  six	
  crucial	
  ones,	
  

which	
  were	
  organized	
  usually	
  by	
  EDN,	
  that	
  is	
  European	
  Documentary	
  Network,	
  union	
  

associaEon	
  of	
  the	
  producers,	
  and	
  they	
  were	
  the	
  only	
  opportuniEes	
  for	
  producers	
  to	
  

meet	
  the	
  broadcasters,	
  they	
  were	
  exclusive	
  and	
  very	
  few,	
  as	
  I	
  said	
  five	
  or	
  six.	
  Then	
  it	
  

has	
  become	
  a	
  big	
  trend	
  that	
  every	
  fesEval	
  of	
  documentary	
  films	
  in	
  the	
  world	
  want	
  to	
  

organize	
  its	
  own	
  pitching	
  forum	
  and	
  so	
  the	
  last	
  five	
  years	
  or	
  maybe	
  even	
  six,	
  there	
  

has	
  been	
  actually	
  the	
  opposite	
  -­‐	
  too	
  many	
  pitching	
  forums.	
  Basically,	
  there	
  are	
  one	
  or	
  

two	
  pitching	
  forums	
  every	
  month	
  all	
  over	
  the	
  world,	
  so	
  for	
  example	
  one	
  in	
  Barcelona	
  

and	
  at	
  the	
  same	
  Eme	
  in	
  the	
  Eastern	
  Europe,	
  at	
  the	
  same	
  Eme	
  in	
  US	
  or	
  in	
  UK.	
  Or	
  in	
  

one	
  month,	
  there	
  are	
  three	
  important	
  events,	
  in	
  June	
  there	
  is	
  Sheffield	
  and	
  there	
  is	
  

also	
  Sunny	
  Side	
  of	
  The	
  Doc.	
  Also,	
  if	
  we	
  look	
  around	
  there	
  will	
  two	
  or	
  three	
  more	
  

pitching	
  forums.	
  

!
(D)Does	
  it	
  help?	
  	
  

!
(S)Not	
  anymore,	
  because	
  there	
  is	
  too	
  many.	
  The	
  problem	
  is	
  that	
  the	
  broadcasters	
  

right	
  now	
  are	
  invited	
  to	
  all	
  of	
  them	
  and	
  either	
  they	
  go	
  only	
  to	
  one	
  of	
  them	
  or	
  they	
  

spread	
  around.	
  So,	
  if	
  you	
  go	
  to	
  one	
  of	
  these	
  events,	
  instead	
  of	
  finding	
  everybody,	
  you	
  

just	
  find	
  the	
  few.	
  What	
  happened	
  then,	
  that	
  in	
  last	
  three	
  years,	
  it	
  has	
  been	
  again	
  an-­‐

other	
  tendency,	
  to	
  change	
  these	
  pitching	
  forums	
  and	
  create	
  more	
  theme-­‐oriented	
  

ones.	
  If	
  you	
  go	
  to	
  Sheffield,	
  it	
  is	
  more	
  interacEve	
  and	
  factual,	
  if	
  you	
  go	
  to	
  IDFA	
  it	
  is	
  

more	
  factual	
  and	
  poliEcal,	
  if	
  you	
  go	
  Vision	
  …,	
  this	
  is	
  more	
  about	
  arEsEc	
  and	
  creaEve	
  

documentaries.	
  So,	
  they	
  are	
  trying	
  to	
  make	
  it	
  a	
  bit	
  more	
  specific.	
  And	
  also,	
  I	
  think	
  in	
  

the	
  last	
  years,	
  they	
  reduced	
  again	
  the	
  number	
  of	
  opportuniEes.	
  There	
  are	
  only	
  few	
  

ones	
  that	
  are	
  really	
  important.	
  And	
  then,	
  there	
  are	
  different	
  leagues.	
  There	
  are	
  five	
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or	
  six	
  of	
  those	
  pitching	
  forums,	
  it	
  is	
  really	
  hard	
  to	
  get	
  it	
  and	
  present	
  the	
  film.	
  it	
  is	
  ded-­‐

icated	
  only	
  to	
  big	
  projects,	
  that	
  already	
  have	
  a	
  consolidated	
  budget.	
  There	
  is	
  a	
  second	
  

league,	
  in	
  the	
  sense	
  of	
  beginners,	
  like	
  Tessaloniki,	
  Barcelona,	
  Jilyava	
  and	
  others.	
  Of	
  

course,	
  they	
  akract	
  less	
  broadcasters	
  and	
  commissioning	
  editors,	
  there	
  is	
  no	
  entry	
  

requirement	
  to	
  have	
  20%	
  of	
  the	
  budget	
  in	
  place	
  or	
  these	
  kind	
  of	
  things.	
  So,	
  it	
  is	
  aim-­‐

ing	
  actually	
  to	
  help	
  either	
  smaller	
  projects	
  or	
  beginner	
  directors,	
  beginner	
  producEon	
  

companies	
  to	
  meet	
  the	
  broadcasters.	
  In	
  addiEon	
  to	
  this,	
  there	
  are	
  four	
  programs,	
  

which	
  kinda	
  are	
  master	
  schools,	
  meaning	
  they	
  select	
  projects	
  and	
  they	
  care	
  of	
  

projects	
  together	
  with	
  experts	
  all	
  over	
  the	
  Europe	
  or	
  internaEonal	
  experts.	
  Usually,	
  

there	
  are	
  four	
  sessions	
  in	
  one	
  year,	
  and	
  then	
  the	
  last	
  day	
  session	
  is	
  the	
  pitching	
  fo-­‐

rum.	
  And	
  that	
  works	
  beker,	
  because	
  it	
  helps	
  you	
  for	
  one	
  year	
  developing	
  a	
  project	
  

with	
  the	
  help	
  of	
  internaEonal	
  broadcasters,	
  	
  and	
  at	
  the	
  end,	
  because	
  it	
  has	
  been	
  

mentored	
  ad	
  tailored	
  in	
  four	
  sessions,	
  and	
  for	
  the	
  broadcaster	
  it	
  is	
  easier.	
  If	
  the	
  

broadcaster	
  on	
  the	
  pitch	
  are	
  going	
  to	
  be	
  interested.	
  	
  

(D)	
  Film	
  markets	
  are	
  not	
  about	
  finding	
  the	
  broadcaster,	
  but	
  also	
  gives	
  opportunity	
  for	
  

co-­‐producEons.	
  

!
(S)	
  It	
  depends.	
  On	
  these	
  forums	
  and	
  markets,	
  and	
  pitching,	
  someEmes	
  you	
  pitch	
  to	
  

the	
  broadcasters	
  directly,	
  someEmes	
  you	
  pitch	
  to	
  the	
  broadcaster	
  directly,	
  some-­‐

Emes	
  you	
  can	
  pitch	
  to	
  the	
  broadcaster,	
  but	
  you	
  meet	
  the	
  producer	
  from	
  another	
  

country,	
  who	
  says	
  “Look,	
  I	
  can	
  co-­‐produce	
  and	
  bring	
  the	
  broadcasters	
  from	
  my	
  coun-­‐

try	
  on	
  the	
  project,	
  because	
  it	
  is	
  interesEng,	
  and	
  I	
  know	
  them	
  and	
  they	
  told	
  me	
  that	
  

they	
  are	
  interested.	
  Many	
  broadcasters	
  don’t	
  like	
  to	
  do	
  business	
  directly	
  with	
  the	
  

producer,	
  if	
  he	
  is	
  not	
  from	
  their	
  own	
  country,	
  because	
  they	
  don’t	
  know	
  you	
  or	
  be-­‐

cause	
  they	
  sEll	
  need	
  to	
  spend	
  the	
  money	
  in	
  their	
  country.	
  So,	
  they	
  will	
  ask	
  you	
  to	
  

have	
  a	
  co-­‐producer.	
  So,	
  if	
  it	
  is	
  a	
  French	
  TV-­‐money,	
  they	
  will	
  go	
  to	
  a	
  French	
  producer,	
  

that	
  will	
  join	
  your	
  producEon	
  and	
  bring	
  the	
  money	
  from	
  the	
  French	
  TV.	
  	
  

!
(D)	
  What	
  are	
  the	
  other	
  pluses	
  of	
  having	
  a	
  co-­‐producEon	
  with	
  other	
  countries,	
  I	
  mean	
  

apart	
  from	
  money.	
  

!
(S)	
  Apart	
  from	
  money,	
  it	
  is	
  only	
  a	
  trouble,	
  honestly.	
  It	
  means	
  a	
  lot	
  more	
  legal	
  con-­‐

tracts,	
  it	
  means	
  dividing	
  the	
  rights	
  from	
  exploitment,	
  rights	
  during	
  the	
  film.	
  It	
  means	
  

that	
  you	
  have	
  other	
  creaEves,	
  usually	
  intelligent	
  ones,	
  but	
  also	
  their	
  opinions,	
  in-­‐



!
�48

volved	
  into	
  the	
  film.	
  So,	
  engaging	
  co-­‐producEon,	
  you	
  do	
  it	
  because	
  of	
  the	
  money	
  

honestly,	
  because	
  it	
  is	
  an	
  only	
  way	
  to	
  reach	
  really	
  large	
  budgets.	
  Maybe,	
  you	
  get	
  

three	
  countries,	
  which	
  contribute	
  and	
  help	
  you	
  to	
  achieve	
  larger	
  budget.	
  But,	
  it	
  is	
  

also	
  a	
  big	
  problem	
  of	
  having	
  to	
  put	
  three	
  producers	
  together,	
  agree	
  on	
  the	
  film,	
  agree	
  

on	
  the	
  delivery	
  day	
  and	
  agree	
  on	
  the	
  contents.	
  So,	
  it	
  is	
  really	
  energy	
  consuming,	
  to	
  

enter	
  to	
  the	
  co-­‐producEons.	
  	
  Because	
  then,	
  you	
  extend	
  the	
  numbers	
  of	
  people	
  in	
  the	
  

team,	
  who	
  can	
  say	
  yes	
  or	
  no	
  to	
  the	
  things.	
  The	
  good	
  aspects	
  are	
  of	
  being	
  involved	
  in	
  

co-­‐producEons	
  is	
  bringing	
  you	
  money	
  and	
  bringing	
  you	
  more	
  points	
  when	
  you	
  do	
  in-­‐

ternaEonal	
  applicaEons	
  for	
  funds.	
  It	
  immediately	
  shows	
  that	
  your	
  film	
  is	
  aiming	
  to	
  

the	
  broader	
  and	
  internaEonal	
  audience,	
  because	
  it	
  is	
  more	
  than	
  one	
  territory.	
  	
  

!
(D)	
  Which	
  countries	
  have	
  the	
  best	
  financial	
  opportuniEes?	
  	
  

!
(S)	
  Nowadays,	
  are	
  Germany,	
  France,	
  UK	
  if	
  you	
  can	
  get	
  a	
  co-­‐producer	
  there	
  and	
  Scan-­‐

dinavian	
  countries.	
  All	
  these	
  countries	
  have	
  really	
  strong	
  system	
  of	
  insEtuEonal	
  fund-­‐

ing,	
  like	
  public	
  funding,	
  either	
  film	
  insEtutes	
  or	
  schEnungs	
  (scholarships)	
  for	
  example	
  

Medienboard	
  or	
  InsEtute	
  for	
  Cinema	
  that	
  is	
  internaEonal	
  and	
  regional.	
  And	
  that	
  can	
  

be	
  an	
  access	
  to	
  the	
  local	
  co-­‐producer.	
  The	
  local	
  co-­‐producer	
  from	
  these	
  countries	
  can	
  

bring	
  money	
  from	
  TV	
  and	
  from	
  these	
  insEtuEons.	
  	
  

!
(D)	
  If	
  you	
  go	
  to	
  the	
  film	
  market,	
  you	
  find	
  a	
  broadcaster,	
  which	
  is	
  interested	
  in	
  your	
  

project.	
  What	
  happens	
  next?	
  He	
  will	
  send	
  you	
  the	
  leker	
  or	
  interest?	
  

!
(S)	
  No,	
  he	
  will	
  not.	
  If	
  you	
  find	
  a	
  broadcaster,	
  that	
  is	
  interested,	
  then	
  there	
  starts	
  a	
  

long	
  work	
  just	
  to	
  get	
  this	
  leker	
  of	
  interest,	
  because	
  broadcasters	
  usually	
  take	
  care	
  of	
  

slots,	
  which	
  are	
  about	
  three	
  or	
  six	
  hours	
  of	
  television	
  per	
  day.	
  Which	
  mean,	
  they	
  

probably	
  will	
  have	
  on	
  the	
  table	
  just	
  for	
  the	
  week	
  that	
  you	
  met	
  them,	
  10-­‐15	
  films	
  that	
  

they	
  taking	
  care	
  of.	
  And	
  for	
  them,	
  of	
  course	
  it	
  is	
  very	
  important	
  the	
  next	
  film	
  the	
  pro-­‐

duce.	
  For	
  the	
  producer	
  is	
  is	
  THE	
  FILM,	
  for	
  the	
  broadcaster	
  it	
  is	
  a	
  one	
  film	
  film	
  from	
  

five	
  teen,	
  that	
  they	
  are	
  producing	
  this	
  week.	
  So,	
  it	
  is	
  good,	
  it	
  is	
  big,	
  but	
  it	
  is	
  never	
  as	
  

big	
  as	
  from	
  the	
  producer.	
  The	
  urgency	
  that	
  the	
  producer	
  has,	
  that	
  this	
  leker	
  can	
  push	
  

everything	
  forward	
  is	
  never	
  even	
  comparable	
  with	
  the	
  way	
  as	
  the	
  broadcaster	
  sees	
  

the	
  film,	
  as	
  one	
  of	
  many	
  that	
  they	
  will	
  produce,	
  because	
  there	
  everyone	
  will	
  forget	
  

about	
  it.	
  And	
  especially	
  with	
  public	
  TV,	
  they	
  produce	
  a	
  lot	
  of	
  content	
  and	
  they	
  do	
  not	
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really	
  care	
  so	
  much	
  about	
  the	
  life	
  of	
  the	
  film	
  it	
  as	
  been	
  on	
  the	
  TV.	
  Generally,	
  even	
  to	
  

get	
  the	
  leker	
  of	
  interest,	
  it	
  is	
  a	
  lot	
  of	
  work,	
  with	
  the	
  leker	
  of	
  interest,	
  you	
  can	
  apply	
  

to	
  some	
  naEonal	
  funding,	
  if	
  there	
  is	
  an	
  access.	
  And	
  this	
  funding	
  can	
  open	
  doors	
  to	
  

development,	
  to	
  producEon	
  or	
  then	
  go	
  back	
  to	
  the	
  same	
  broadcaster	
  and	
  saying	
  that	
  

there	
  are	
  these	
  extra	
  money,	
  so	
  he/she	
  will	
  be	
  moEvated	
  to	
  give	
  you	
  more	
  money.	
  

And	
  then	
  from	
  that,	
  they	
  want	
  to	
  see	
  the	
  trailer,	
  they	
  want	
  to	
  read	
  a	
  treatment	
  or	
  

kind	
  of	
  a	
  script,	
  they	
  probably	
  will	
  ask	
  for	
  modificaEons.	
  They	
  can	
  say	
  -­‐	
  now	
  you	
  are	
  

on	
  the	
  stage	
  of	
  commilng	
  and	
  then	
  they	
  will	
  send	
  you,	
  because	
  you	
  insist	
  the	
  leker	
  

of	
  commitment,	
  the	
  paper	
  that	
  usually	
  states	
  already	
  how	
  much	
  money	
  the	
  broad-­‐

caster	
  is	
  eager	
  to	
  put	
  to	
  the	
  film,	
  but	
  also	
  when	
  you	
  supposed	
  to	
  deliver	
  and	
  that	
  is	
  

the	
  beginning	
  to	
  get	
  the	
  contract	
  with	
  the	
  broadcaster,	
  which	
  you	
  usually	
  will	
  get,	
  

when	
  the	
  film	
  probably	
  will	
  be	
  already	
  finished,	
  so	
  couple	
  of	
  years	
  later.	
  	
  

!
(D)	
  So,	
  the	
  money	
  comes	
  anerwards?	
  

!
(S)	
  That	
  depends.	
  It	
  is	
  always	
  up	
  on	
  the	
  negoEaEon,	
  depending	
  on	
  the	
  broadcasters,	
  

on	
  the	
  deal.	
  Usually	
  you	
  have	
  to	
  shoot	
  right	
  now.	
  There	
  is	
  a	
  way	
  aner	
  the	
  leker	
  of	
  

commitment	
  to	
  negoEate,	
  to	
  dran	
  the	
  contact,	
  to	
  sign	
  the	
  contract	
  earlier,	
  so	
  you	
  can	
  

get	
  some	
  money	
  in	
  advance.	
  Again,	
  it	
  really	
  depends	
  on	
  the	
  broadcaster,	
  on	
  the	
  film,	
  

but	
  there	
  are	
  films,	
  goken	
  45%	
  of	
  the	
  deal	
  with	
  the	
  broadcasters	
  before	
  shooEng.	
  

But	
  you	
  need	
  to	
  see	
  how	
  much	
  Eme	
  you	
  have	
  to	
  lobby	
  that	
  the	
  legal	
  department	
  

send	
  the	
  contract	
  and	
  then,	
  there	
  is	
  the	
  chapter	
  “Payment	
  methods”	
  and	
  there	
  is	
  a	
  

line,	
  which	
  can	
  be	
  changed	
  with	
  the	
  agreement	
  of	
  the	
  legal	
  department.	
  So,	
  if	
  you	
  

need	
  the	
  money	
  in	
  advance,	
  you	
  can	
  get	
  it.	
  	
  

!
(D)	
  What	
  are	
  alternaEve	
  financial	
  opportuniEes	
  apart	
  from	
  the	
  funds	
  and	
  broadcast-­‐

ers?	
  

!
(S)	
  Honestly,	
  apart	
  from	
  the	
  broadcasters	
  and	
  funds,	
  there	
  is	
  very	
  likle	
  len.	
  	
  

!
(D)	
  Like	
  crowd	
  funding?	
  

!
(S)	
  Yes,	
  but	
  crowd	
  funding	
  is	
  not	
  the	
  way	
  to	
  finance	
  the	
  film,	
  it	
  is	
  a	
  way	
  to	
  complete	
  

financing,	
  which	
  is	
  very	
  different	
  thing.	
  To	
  build	
  a	
  strong	
  budget	
  for	
  a	
  film,	
  even	
  if	
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there	
  are	
  no	
  big	
  money	
  in	
  the	
  end,	
  come	
  from	
  insEtuEons,	
  either	
  regional	
  or	
  naEon-­‐

al.	
  Some	
  internaEonal	
  even	
  cover	
  documentaries,	
  independently	
  on	
  naEonality,	
  but	
  

usually	
  it	
  is	
  theme-­‐based.	
  And	
  broadcasters	
  -­‐	
  these	
  a	
  two	
  are	
  main	
  sources	
  of	
  financ-­‐

ing.	
  Then,	
  filmmakers	
  or	
  producEon	
  companies	
  can	
  organize	
  these	
  crowd	
  funding	
  

campaigns,	
  which	
  actually	
  try	
  to	
  target	
  exisEng	
  communiEes	
  of	
  users	
  mainly	
  on	
  the	
  

web	
  to	
  ask	
  them	
  contribute	
  to	
  the	
  film,	
  usually	
  in	
  exchange	
  of	
  likle	
  reward,	
  or	
  name	
  

in	
  the	
  credits	
  or	
  something	
  like	
  this.	
  And	
  someEmes,	
  if	
  you	
  already	
  know,	
  because	
  

the	
  film	
  you	
  organized	
  is	
  touching	
  the	
  large	
  community,	
  then	
  it	
  can	
  be	
  successful	
  in	
  

Emes,	
  it	
  is	
  a	
  lot	
  of	
  work.	
  It	
  can	
  bring	
  some	
  money,	
  but	
  you	
  cannot	
  consider	
  that	
  as	
  a	
  

source	
  of	
  financing.	
  It	
  is	
  just	
  an	
  extra	
  tool	
  to	
  complete	
  the	
  financing	
  or	
  to	
  do	
  extra	
  

acEons	
  or	
  to	
  pay	
  for	
  the	
  DVDs,	
  or	
  bills	
  for	
  the	
  film.	
  I	
  would	
  not	
  consider	
  that	
  as	
  a	
  

main	
  resource	
  of	
  financing.	
  	
  

!
(D)	
  As	
  I	
  have	
  heard	
  you	
  had	
  some	
  experience	
  with	
  crowd	
  funding	
  before.	
  	
  

!
(S)	
  I	
  coordinated	
  and	
  consulted	
  two	
  crowd	
  funding	
  campaigns,	
  which	
  actually	
  were	
  

very	
  successful.	
  And	
  they	
  were	
  successful	
  because	
  the	
  community,	
  which	
  was	
  eager	
  

to	
  donate	
  was	
  very	
  involved	
  into	
  the	
  projects.	
  So,	
  from	
  the	
  very	
  beginning,	
  they	
  were	
  

very	
  engaged	
  with	
  the	
  film,	
  because	
  some	
  of	
  the	
  	
  protagonists	
  were	
  from	
  these	
  

communiEes.	
  They	
  were	
  large	
  amount	
  of	
  fans,	
  and	
  they	
  have	
  been	
  culEvated	
  by	
  the	
  

filmmaker	
  for	
  a	
  long	
  Eme,	
  following	
  the	
  every	
  step	
  filmmaker	
  took	
  to	
  make	
  the	
  film.	
  

So,	
  when	
  these	
  communiEes	
  were	
  finally	
  got	
  by	
  the	
  filmmaker,	
  saying	
  “Hey,	
  now	
  I	
  

need	
  you	
  to	
  donate	
  for	
  the	
  next	
  30	
  days”,	
  these	
  communiEes	
  were	
  almost	
  kinda	
  ex-­‐

pecEng.	
  I	
  did	
  one	
  that	
  was	
  about	
  vinyl	
  collectors,	
  and	
  the	
  film	
  maker	
  has	
  been	
  not	
  

only	
  the	
  vinyl	
  collector	
  himself,	
  but	
  he	
  has	
  been	
  goken	
  the	
  support	
  and	
  filming	
  in	
  

these	
  different	
  shops	
  and	
  collectors	
  environment	
  for	
  two	
  or	
  three	
  years.	
  So	
  every-­‐

body	
  knew	
  him,	
  and	
  everybody	
  knew	
  the	
  film	
  and	
  saw	
  him	
  shooEng.	
  So,	
  when	
  he	
  

sent	
  the	
  emails,	
  saying	
  in	
  couple	
  months,	
  we	
  are	
  going	
  to	
  launch	
  this	
  campaign,	
  he	
  

was	
  talking	
  to	
  fan-­‐clubs	
  and	
  groups	
  and	
  used	
  vinyl	
  stores	
  all	
  over	
  the	
  world,	
  huge	
  

ones.	
  And	
  many	
  of	
  these	
  owners	
  of	
  stores	
  were	
  in	
  the	
  film	
  as	
  intervieews,	
  or	
  musi-­‐

cians.	
  So,	
  when	
  it	
  was	
  Eme,	
  really	
  big	
  community	
  moved	
  to	
  donate.	
  SEll	
  it	
  was	
  a	
  lot	
  

of	
  work,	
  a	
  lot	
  of	
  emailing,	
  but	
  they	
  were	
  quite	
  successful.	
  

!
(D)	
  But	
  it	
  were	
  only	
  personal	
  e-­‐mails.	
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(S)	
  Yes,	
  it	
  were	
  only	
  personal	
  contacts	
  of	
  the	
  director.	
  People	
  trust	
  the	
  arEst	
  as	
  a	
  con-­‐

cept,	
  they	
  have	
  seen	
  him	
  or	
  her	
  working,	
  they	
  have	
  met,	
  they	
  have	
  seen	
  how	
  pas-­‐

sionate	
  he	
  is	
  	
  about	
  the	
  work.	
  Any	
  of	
  the	
  film	
  makers	
  haven’t	
  been	
  able	
  to	
  connect	
  

with	
  those	
  people	
  for	
  a	
  long	
  Eme,	
  then	
  he	
  says	
  I	
  need	
  a	
  likle	
  bit	
  of	
  your	
  support,	
  they	
  

will	
  react,	
  but	
  only	
  to	
  the	
  personal	
  e-­‐mails,	
  personal	
  engagement.	
  They	
  want	
  to	
  be	
  

called	
  by	
  name	
  -­‐	
  “Hey	
  George,	
  can	
  you	
  help,	
  check	
  my	
  website”.	
  Big	
  press-­‐releases	
  or	
  

chain	
  e-­‐mails,	
  Facebook	
  announcements,	
  they	
  represent	
  5%	
  of	
  all	
  the	
  donors	
  of	
  

these	
  campaigns.	
  Why	
  between	
  60-­‐70%	
  is	
  presented	
  by	
  the	
  people,	
  who	
  have	
  been	
  

contacted	
  personally.	
  	
  

!
(D)	
  There	
  are	
  different	
  Eme	
  frames	
  on	
  the	
  Kickstarter,	
  in	
  your	
  opinion	
  what	
  is	
  the	
  

best	
  one	
  for	
  the	
  campaign?	
  

!
(S)	
  I	
  think,	
  because	
  of	
  the	
  large	
  amount	
  of	
  work	
  people	
  do,	
  the	
  best	
  thing	
  for	
  the	
  

campaign,	
  would	
  be	
  25-­‐30	
  days	
  will	
  be	
  a	
  good	
  Eme.	
  The	
  problem	
  is	
  that	
  the	
  work	
  you	
  

need	
  to	
  do	
  before,	
  to	
  inform	
  these	
  communiEes	
  that	
  there	
  is	
  going	
  to	
  be	
  a	
  campaign,	
  

then	
  they	
  need	
  to	
  do	
  like	
  a	
  “word	
  of	
  mouth”,”tell	
  the	
  friend”	
  work	
  to	
  get	
  everybody	
  

involved.	
  What	
  haven’t	
  work	
  in	
  our	
  campaign,	
  that	
  we	
  didn’t	
  have	
  the	
  engagement	
  

with	
  any	
  of	
  the	
  protagonists	
  of	
  the	
  film,	
  with	
  any	
  communiEes.	
  We	
  didn’t	
  develop	
  

any	
  kind	
  of	
  personal	
  relaEonship	
  with	
  these	
  people,	
  so	
  nobody	
  moved	
  a	
  finger,	
  when	
  

it	
  was	
  200	
  up.	
  

!
(D)	
  I	
  want	
  to	
  ask	
  you	
  about	
  outreach,	
  because	
  yo	
  have	
  done	
  the	
  outreach	
  campaigns	
  

for	
  sure.	
  If	
  you	
  have	
  a	
  film	
  for	
  example	
  with	
  poliEcal	
  issue,	
  because	
  I	
  know	
  you	
  have	
  

done	
  one.	
  How	
  did	
  you	
  engage	
  the	
  audience?	
  

!
(S)	
  You	
  engage	
  the	
  audience	
  because	
  you	
  use	
  already	
  what	
  is	
  happening.	
  It	
  is	
  really	
  

difficult	
  to	
  engage	
  the	
  audience	
  on	
  the	
  issue,	
  which	
  is	
  not	
  longer	
  on	
  the	
  map.	
  So,	
  

from	
  the	
  markeEng	
  point	
  of	
  view,	
  if	
  you	
  are	
  ready	
  to	
  make	
  a	
  film	
  about	
  something,	
  

nobody	
  talks	
  about,	
  then	
  you	
  should	
  first	
  try	
  to	
  put	
  the	
  topic	
  on	
  the	
  map,	
  in	
  some	
  

way.	
  Then	
  show	
  a	
  film	
  in	
  a	
  way,	
  so	
  which	
  is	
  a	
  very	
  difficult	
  task	
  to	
  do,	
  because	
  small	
  

documentary	
  producEon	
  companies.	
  You	
  know	
  how	
  many	
  film	
  are	
  about	
  the	
  media	
  

products	
  out	
  there,	
  actually	
  to	
  create	
  akenEon	
  on	
  the	
  topic	
  of	
  the	
  film,	
  in	
  the	
  news-­‐
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papers	
  or	
  TV.	
  And	
  then,	
  pull	
  out	
  your	
  documentary	
  is	
  really	
  difficult	
  thing	
  to	
  do,	
  but	
  

there	
  are	
  some	
  really	
  good	
  markeEng	
  strategies,	
  that	
  did	
  that	
  before,	
  in	
  Denmark	
  for	
  

example.	
  First,	
  creaEng	
  a	
  case,	
  let’s	
  say	
  they	
  engaged	
  the	
  group	
  of	
  veterans	
  from	
  war	
  

to	
  protest	
  in	
  front	
  of	
  the	
  parliament,	
  because	
  there	
  was	
  a	
  need	
  of	
  the	
  parliament	
  to	
  

legalize	
  some	
  aspects	
  from	
  post-­‐traumaEc	
  disorders	
  for	
  veterans,	
  which	
  are	
  back	
  

from	
  the	
  war.	
  When	
  the	
  film	
  was	
  	
  released,	
  couple	
  of	
  weeks	
  later,	
  so	
  because	
  of	
  this	
  

veterans	
  protest,	
  the	
  discussion	
  on	
  post-­‐traumaEc	
  disorder	
  on	
  was	
  veterans	
  was	
  in	
  

newspapers	
  and	
  actually	
  the	
  film	
  was	
  about	
  that.	
  It	
  was	
  a	
  brilliant	
  way	
  to	
  do,	
  but	
  

again,	
  it	
  is	
  because	
  they	
  had	
  really	
  strong	
  good	
  connecEons	
  with	
  the	
  communiEes,	
  

which	
  were	
  the	
  part	
  of	
  the	
  film.	
  Veterans,	
  that	
  suffered	
  from	
  post-­‐traumaEc	
  disorder.	
  	
  

There	
  are	
  ways,	
  in	
  the	
  case	
  with	
  my	
  film	
  about	
  poliEcs,	
  it	
  was	
  during	
  the	
  elecEon	
  pe-­‐

riod	
  and	
  then	
  elecEon	
  debates,	
  so	
  the	
  akenEon	
  on	
  Italian	
  poliEcs	
  was	
  extremely	
  

high.	
  It	
  was	
  extremely	
  high	
  for	
  4	
  years,	
  because	
  of	
  the	
  tragic	
  choice	
  of	
  Italian	
  ciEzens	
  

to	
  elect	
  Berlusconi.	
  So,	
  it	
  was	
  a	
  hot	
  topic	
  and	
  when	
  it	
  is	
  a	
  hot	
  topic,	
  of	
  course	
  it	
  is	
  eas-­‐

ier	
  if	
  you	
  have	
  right	
  protagonist	
  to	
  create	
  an	
  interest.	
  In	
  case	
  of	
  my	
  film,	
  it	
  portrayed	
  

very	
  well	
  known	
  poliEcians	
  in	
  Italy:	
  gay,	
  catolic,	
  communist,	
  so	
  the	
  interest	
  was	
  quite	
  

immediate	
  in	
  the	
  moment,	
  that	
  you	
  could	
  get	
  to	
  follow	
  him	
  behind	
  the	
  scenes	
  for	
  a	
  

long	
  period	
  of	
  Eme.	
  	
  

!
(D)	
  What	
  you	
  would	
  recommend	
  to	
  the	
  producEon	
  companies,	
  that	
  do	
  not	
  have	
  a	
  big	
  

budget,	
  if	
  you	
  want	
  to	
  raise	
  the	
  topic	
  and	
  engage	
  the	
  audience,	
  but	
  you	
  do	
  not	
  have	
  a	
  

budget	
  for	
  this.	
  	
  

!
(S)	
  I	
  think	
  the	
  best	
  tools	
  to	
  promote	
  and	
  to	
  create	
  interest	
  to	
  your	
  film	
  are	
  the	
  pro-­‐

tagonists	
  and	
  the	
  community,	
  which	
  is	
  around	
  them.	
  It	
  is	
  all	
  in	
  the	
  relaEonship	
  that	
  

you	
  have	
  built	
  with	
  them	
  and	
  with	
  the	
  people	
  around	
  them	
  to	
  start	
  thinking	
  “Hey,	
  

the	
  film	
  is	
  coming	
  out	
  it	
  two	
  weeks,	
  lets	
  do	
  something	
  together	
  to	
  promote	
  it”.	
  The	
  

other	
  way	
  is	
  to	
  focus	
  on	
  the	
  topic,	
  if	
  you	
  are	
  making	
  a	
  film	
  about	
  deforestaEon,	
  then	
  

you	
  know	
  local,	
  organizaEons,	
  which	
  are	
  fighEng	
  in	
  the	
  area,	
  where	
  the	
  film	
  is	
  taking	
  

place.	
  It	
  is	
  very	
  very	
  difficult	
  to	
  engage	
  communiEes,	
  in	
  Berlin,	
  while	
  there	
  is	
  some-­‐

thing	
  happening	
  in	
  Africa,	
  unless	
  you	
  find	
  some	
  common	
  grounds.	
  And	
  then,	
  if	
  the	
  

film	
  about	
  deforestaEon	
  in	
  Africa,	
  and	
  here	
  there	
  is	
  a	
  community,	
  fighEng	
  with	
  it	
  in	
  

the	
  city,	
  it	
  is	
  already	
  difficult.	
  You	
  can	
  say	
  “Look,	
  there	
  is	
  another	
  city,	
  suffering	
  from	
  

this	
  problem,	
  who	
  don’t	
  we	
  show	
  the	
  film	
  together	
  and	
  then	
  we	
  discuss	
  about	
  your	
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problem	
  in	
  this	
  city”.	
  So	
  this	
  is	
  always	
  about	
  what	
  the	
  topic	
  is	
  connected	
  in	
  your	
  own	
  

place	
  and	
  try	
  in	
  a	
  way	
  align	
  the	
  communiEes,	
  which	
  are	
  already	
  there,	
  because	
  then	
  

you	
  already	
  have	
  the	
  audience	
  there,	
  that	
  is	
  interested,	
  care	
  about	
  the	
  topic	
  and	
  how	
  

other	
  people	
  see	
  it.	
  So,	
  there	
  is	
  already	
  a	
  natural	
  speaker	
  for	
  it.	
  	
  

!
(D)	
  Because	
  the	
  documentaries	
  are	
  not	
  onen	
  in	
  the	
  cinema	
  theaters,	
  do	
  you	
  think	
  

there	
  is	
  a	
  way	
  to	
  engage	
  people	
  to	
  go	
  the	
  theater	
  or	
  it	
  is	
  possible	
  only	
  with	
  screen-­‐

ings	
  and	
  discussions.	
  

(S)	
  To	
  have	
  a	
  documentary	
  in	
  the	
  cinema	
  like	
  a	
  normal	
  film,	
  is	
  extremely	
  hard	
  and	
  it	
  

can	
  work	
  only	
  for	
  a	
  big	
  producEons,	
  that	
  have	
  won	
  the	
  Oscar	
  or	
  have	
  been	
  in	
  the	
  

news,	
  because	
  they	
  were	
  in	
  Cannes,	
  achieved	
  certain	
  amount	
  of	
  fame	
  within	
  the	
  

printed	
  press.	
  I	
  don’t	
  think	
  in	
  places	
  like	
  Berlin	
  or	
  other	
  big	
  ciEes,	
  where	
  they	
  show	
  

art-­‐house	
  films,	
  the	
  offer	
  is	
  so	
  wide,	
  so	
  just	
  put	
  the	
  film	
  to	
  the	
  cinema	
  is	
  not	
  going	
  to	
  

do	
  anything.	
  The	
  best	
  way	
  is	
  to	
  organize	
  specific	
  screenings,	
  with	
  the	
  help	
  of	
  commu-­‐

niEes	
  or	
  organizaEons,	
  which	
  are	
  in	
  the	
  some	
  way	
  connected	
  to	
  the	
  topic	
  and	
  if	
  they	
  

are	
  really	
  engaged,	
  they	
  will	
  help	
  to	
  bring	
  the	
  people	
  to	
  see	
  the	
  film	
  and	
  this	
  will	
  

generate	
  a	
  bit	
  “the	
  word	
  of	
  mouth”	
  situaEon,	
  as	
  a	
  domino-­‐effect.	
  If	
  you	
  create	
  this	
  

kind	
  of	
  expectaEon,	
  then	
  you	
  can	
  bring	
  film	
  back	
  to	
  the	
  cinema	
  and	
  then	
  see	
  if	
  it	
  

works	
  another	
  Eme	
  and	
  so	
  on.	
  But	
  this	
  should	
  be	
  very	
  community-­‐based,	
  meaning	
  in	
  

this	
  case	
  I	
  am	
  talking	
  not	
  about	
  social	
  media	
  communiEes,	
  but	
  real	
  people	
  communi-­‐

Ees	
  as	
  villages,	
  towns,	
  parts	
  of	
  towns,	
  where	
  you	
  show	
  it	
  together	
  with	
  community	
  

groups.	
  And	
  this	
  is	
  also	
  a	
  lot	
  of	
  work.	
  And	
  it	
  is	
  always	
  hard	
  to	
  see	
  how	
  much	
  if	
  this	
  

work	
  is	
  going	
  to	
  be	
  paid	
  back	
  by	
  Eckets.	
  If	
  the	
  film	
  is	
  good,	
  the	
  chance	
  to	
  create	
  larger	
  

domino	
  effect,	
  aner	
  you	
  have	
  done	
  the	
  small	
  tour	
  of	
  the	
  film,	
  it’s	
  noEced	
  and	
  other	
  

communiEes	
  will	
  be	
  interested	
  in	
  that	
  as	
  well.	
  And	
  then	
  you	
  create	
  another	
  live	
  op-­‐

portunity	
  for	
  the	
  film.	
  But	
  for	
  documentary	
  film	
  it	
  is	
  very	
  hard	
  and	
  it	
  has	
  to	
  be	
  done	
  

only	
  if	
  the	
  film	
  has	
  the	
  akenEon	
  from	
  the	
  very	
  beginning	
  for	
  the	
  cinema.	
  Otherwise,	
  

it	
  will	
  be	
  the	
  same	
  film	
  that	
  people	
  could	
  watch	
  on	
  TV	
  and	
  they	
  will	
  not	
  understand,	
  

why	
  they	
  could	
  not	
  watch	
  it	
  silng	
  on	
  the	
  sofa.	
  

!
(D)	
  I	
  wanted	
  to	
  ask	
  you	
  about	
  the	
  CreaEve	
  Europe.	
  Can	
  you	
  compare	
  them?	
  

!
(S)	
  They	
  are	
  almost	
  the	
  same,	
  new	
  has	
  a	
  likle	
  bit	
  smaller	
  budget,	
  but	
  it	
  is	
  not	
  noEce-­‐

able.	
  The	
  budget	
  was	
  a	
  likle	
  bit	
  larger,	
  but	
  it	
  is	
  very	
  good	
  that	
  it	
  is	
  extended.	
  They	
  



!
�54

have	
  changed	
  as	
  well	
  the	
  requirements	
  for	
  some	
  applicaEons,	
  and	
  they	
  reduced	
  

funds	
  for	
  development.	
  In	
  MEDIA	
  you	
  could	
  assess	
  more	
  money	
  for	
  the	
  single	
  project	
  

development.	
  If	
  you	
  had	
  specific	
  request	
  for	
  money,	
  you	
  could	
  apply	
  for	
  up	
  to	
  60	
  000	
  

or	
  80	
  000.	
  Now	
  you	
  can	
  apply	
  only	
  to	
  25000	
  max,	
  independently	
  to	
  the	
  single	
  project	
  

or	
  to	
  the	
  Slate,	
  which	
  is	
  the	
  cluster	
  of	
  projects.	
  Other	
  big	
  change,	
  the	
  point	
  system,	
  

now	
  Eastern	
  European	
  countries	
  are	
  more	
  appreciated,	
  	
  to	
  sponsor	
  and	
  push	
  for	
  de-­‐

mocraEc	
  media	
  system,	
  penalized	
  a	
  lot	
  producers	
  from	
  other	
  Europe,	
  because	
  we	
  

almost	
  get	
  10	
  points	
  in	
  the	
  system	
  less,	
  if	
  we	
  apply	
  as	
  German,	
  Italian,	
  Scandinavian	
  

in	
  comparison	
  if	
  the	
  project	
  applies	
  from	
  Chech	
  Republic	
  or	
  Bulgaria.	
  	
  

!
(D)	
  But	
  that	
  can	
  be	
  compensated	
  if	
  you	
  do	
  a	
  co-­‐producEon	
  with	
  them.	
  

!
(S)	
  It	
  is	
  not	
  really,	
  the	
  project	
  needs	
  to	
  have	
  a	
  co-­‐producer	
  in	
  one	
  of	
  these	
  countries,	
  

means	
  in	
  some	
  way	
  the	
  project	
  is	
  about	
  those	
  countries.	
  It	
  limits	
  projects	
  that	
  you	
  

can	
  have.	
  For	
  ficEon	
  it	
  is	
  different,	
  because	
  in	
  ficEon	
  it	
  is	
  not	
  like	
  this,	
  because	
  in	
  

Eastern	
  European	
  countries	
  producEon	
  houses	
  are	
  cheaper,	
  you	
  can	
  use	
  the	
  re-­‐

sources	
  from	
  there.	
  	
  

(D)	
  How	
  big	
  are	
  chances	
  for	
  unknown	
  film	
  makers	
  to	
  be	
  funded	
  by	
  CreaEve	
  Europe?	
  

(S)	
  The	
  requirements	
  for	
  CreaEve	
  Europe,	
  you	
  need	
  to	
  have	
  one	
  film	
  broadcasted	
  on	
  

TV	
  in	
  the	
  past	
  five	
  years.	
  These	
  funds	
  target	
  to	
  the	
  small,	
  medium	
  and	
  large	
  produc-­‐

Eon	
  companies,	
  not	
  beginners.	
  The	
  only	
  way	
  for	
  beginners	
  is	
  to	
  find	
  a	
  producEon	
  

company,	
  picks	
  the	
  project	
  and	
  thinks	
  it’s	
  worth	
  to	
  bring	
  it	
  to	
  EU	
  and	
  make	
  an	
  appli-­‐

caEon.	
  CreaEve	
  Europe	
  is	
  aimed	
  to	
  develop	
  companies,	
  not	
  the	
  single	
  arEsts.	
  	
  

!
(D)	
  What	
  are	
  the	
  opEons	
  for	
  beginners?	
  	
  

!
(S)	
  There	
  are	
  some	
  funds	
  for	
  the	
  beginning	
  filmmakers,	
  on	
  the	
  naEonal	
  level.	
  Every	
  

country	
  has	
  its	
  own	
  naEonal	
  fund	
  for	
  cinema,	
  the	
  arts	
  and	
  usually	
  there	
  is	
  one	
  which	
  

dedicated	
  to	
  beginners.	
  So,	
  I	
  think,	
  where	
  the	
  opportuniEes	
  are	
  more	
  -­‐	
  they	
  are	
  more	
  

structural,	
  they	
  tend	
  to	
  develop	
  the	
  industry	
  and	
  not	
  the	
  single	
  beginners.	
  There	
  are	
  

many	
  schools	
  in	
  Europe,	
  on	
  the	
  last	
  year	
  they	
  give	
  you	
  some	
  fund	
  or	
  they	
  can	
  access	
  

a	
  specific	
  fund	
  to	
  finance	
  final	
  project	
  and	
  this	
  is	
  a	
  way	
  to	
  get	
  track	
  in	
  order	
  to	
  apply	
  

for	
  a	
  bigger	
  grant.	
  The	
  good	
  way	
  is	
  subscribe	
  to	
  the	
  development	
  programs	
  as	
  Docu-­‐

mentary	
  Campus,	
  where	
  they	
  develop	
  films.	
  SomeEmes	
  they	
  are	
  open	
  for	
  the	
  films	
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without	
  producer	
  and	
  they	
  help	
  you	
  to	
  develop	
  the	
  film,	
  find	
  a	
  producer	
  and	
  then	
  to	
  

find	
  the	
  money.	
  It	
  is	
  intelligent	
  way,	
  it	
  puts	
  the	
  film	
  maker	
  in	
  the	
  community	
  of	
  pro-­‐

fessionals.	
  	
  

!
(D)	
  Would	
  you	
  recommend	
  for	
  beginners	
  to	
  go	
  to	
  IDFA	
  or	
  Tessaloniki?	
  

!
(S)	
  The	
  only	
  way	
  to	
  get	
  known	
  there	
  is	
  to	
  be	
  the	
  part	
  of	
  the	
  community	
  that	
  they	
  

want	
  to	
  enter,	
  so	
  IDFA	
  is	
  one	
  the	
  biggest	
  specialized	
  markets	
  and	
  it	
  is	
  very	
  expensive	
  

to	
  access	
  there.	
  But	
  Docs	
  Barcelona,	
  Docs	
  Tessaloniki,	
  Co-­‐pro	
  Tel	
  Aviv,	
  screenings	
  in	
  

Palermo,	
  Doc	
  Leipzig	
  -­‐	
  are	
  smaller	
  events	
  and	
  access	
  is	
  open	
  to	
  audience.	
  And	
  maybe	
  

within	
  listening	
  to	
  the	
  projects,	
  that	
  are	
  pitched,	
  also	
  can	
  compare	
  with	
  their	
  ideas,	
  if	
  

there	
  are	
  producers	
  that	
  are	
  interested	
  in	
  that.	
  The	
  important	
  step	
  is	
  to	
  meet	
  pro-­‐

ducers	
  and	
  tell	
  that	
  you	
  have	
  a	
  project.	
  The	
  good	
  things	
  is	
  to	
  go	
  to	
  smaller	
  events,	
  

meet	
  people	
  and	
  ask	
  quesEons,	
  see	
  what	
  are	
  opportuniEes.	
  Then	
  it	
  is	
  possible	
  to	
  go	
  

the	
  bigger	
  markets,	
  as	
  IDFA,	
  Sheffield,	
  Hot	
  Docs,	
  but	
  those	
  are	
  much	
  more	
  exclusive.	
  	
  

!
14.09.2015	
  

(D)	
  Could	
  you	
  please	
  share	
  you	
  opinion	
  on	
  the	
  results	
  of	
  the	
  campaign?	
  

(S)	
  The	
  campaign	
  did	
  not	
  go	
  well.	
  It	
  was	
  lack	
  of	
  personal	
  contacts,	
  lack	
  of	
  a	
  specific	
  

community	
  also	
  to	
  get	
  engaged.	
  For	
  these	
  campaigns	
  you	
  need	
  a	
  large	
  network	
  	
  like	
  a	
  

large	
  NGO	
  or	
  a	
  large	
  acEvist	
  group	
  to	
  not	
  only	
  parEcipate	
  but	
  spread	
  the	
  news	
  and	
  

ask	
  more	
  people	
  to	
  join	
  and	
  we	
  did	
  not	
  get	
  that.	
  	
  

The	
  communiEes	
  that	
  were	
  supposed	
  to	
  “help”	
  send	
  one	
  or	
  two	
  generic	
  emails	
  and	
  

that	
  was	
  it.	
  Since	
  the	
  beginning	
  we	
  were	
  not	
  able	
  to	
  engage	
  acEvely	
  a	
  large	
  group	
  of	
  

acEvists	
  that	
  felt	
  that	
  this	
  was	
  also	
  “their”	
  project.	
  

This	
  is	
  in	
  part	
  due	
  tot	
  he	
  fact	
  that	
  the	
  directors	
  themselves	
  are	
  not	
  acEvists	
  or	
  mili-­‐

tant	
  people,	
  and	
  are	
  not	
  part	
  of	
  some	
  of	
  these	
  NGOS	
  but	
  also	
  that	
  	
  

from	
  the	
  beginning	
  the	
  communiEes	
  were	
  not	
  involve	
  din	
  the	
  making	
  of	
  the	
  film.	
  

For	
  example:	
  Amnesty	
  was	
  not	
  really	
  “used”	
  to	
  localize	
  protagonists	
  or	
  stories,	
  was	
  

involved	
  aner,	
  so	
  they	
  did	
  not	
  feel	
  it	
  was	
  “	
  their	
  film”.	
  Yes,	
  	
  they	
  “	
  supported”	
  but	
  not	
  

as	
  much	
  as	
  we	
  hoped,	
  and	
  unfortunately	
  social	
  media	
  is	
  not	
  enough.	
  We	
  	
  did	
  not	
  

have	
  enough	
  media	
  exposure	
  also.	
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In	
  addiEon	
  we	
  started	
  the	
  campaign	
  when	
  the	
  film	
  was	
  finished	
  to	
  ask	
  to	
  bring	
  it	
  in	
  

tour.	
  Usually	
  people	
  like	
  to	
  give	
  to	
  “finish	
  a	
  film”	
  .	
  It	
  was	
  an	
  experiment	
  and	
  it	
  did	
  not	
  

work.	
  	
  

!

APPENDIX	
  2	
  – Interview	
  with	
  Nils	
  Bökamp	
  
!
(D)I	
  have	
  read	
  some	
  informaEon	
  and	
  data	
  about	
  German	
  film	
  market	
  development	
  

and	
  I	
  would	
  like	
  to	
  ask	
  you,	
  how	
  do	
  you	
  see	
  the	
  tendency	
  in	
  the	
  documentary	
  film	
  

producEon?	
  Does	
  the	
  market	
  grow?	
  How	
  would	
  you	
  imagine	
  it	
  in	
  the	
  next	
  few	
  years?	
  

!
(N)The	
  market	
  has	
  changed	
  mainly	
  in	
  the	
  last	
  5	
  -­‐	
  10	
  years	
  where	
  a	
  lot	
  of	
  documen-­‐

taries	
  for	
  cinema	
  have	
  been	
  successful.	
  Micheal	
  Moore	
  was	
  a	
  big	
  influencer	
  on	
  that.	
  

The	
  most	
  successful	
  ones	
  are	
  social	
  and	
  poliEcal	
  issues.	
  People	
  care	
  for	
  a	
  certain	
  top-­‐

ic	
  and	
  that	
  is	
  why	
  they	
  go	
  and	
  watch	
  the	
  films.	
  	
  

That	
  is	
  why	
  the	
  new	
  trend	
  of	
  impact	
  producing	
  started	
  in	
  the	
  US	
  and	
  is	
  coming	
  to	
  Eu-­‐

rope	
  right	
  now.	
  Also	
  the	
  idea	
  to	
  come	
  up	
  with	
  Supermarket	
  last	
  year	
  as	
  we	
  think	
  

every	
  doc	
  needs	
  an	
  impact	
  strategy	
  to	
  find	
  its	
  viewers	
  but	
  also	
  to	
  bring	
  change	
  and	
  

maker.	
  

!
(D)	
  Do	
  you	
  think	
  that	
  Germany	
  (as	
  a	
  government)	
  gives	
  a	
  lot	
  of	
  opportunites	
  for	
  the	
  

documentary	
  film	
  producEon?	
  I	
  have	
  read	
  a	
  lot	
  about	
  FFA	
  and	
  Medien	
  board	
  and	
  the	
  

possibiliEes	
  that	
  they	
  give	
  to	
  the	
  producEon	
  companies,	
  but	
  I	
  would	
  like	
  to	
  know	
  

your	
  opinion	
  on	
  this	
  quesEon.	
  	
  

!
(N)	
  There	
  are	
  good	
  opportuniEes	
  but	
  honestly	
  film	
  making	
  is	
  	
  a	
  hard	
  business	
  and	
  you	
  

will	
  not	
  become	
  rich	
  if	
  you	
  do	
  documentaries.	
  They	
  are	
  sEll	
  a	
  niche	
  and	
  compeEEon	
  

is	
  hard.	
  You	
  have	
  to	
  have	
  luck	
  but	
  also	
  work	
  very	
  hard	
  and	
  believe	
  in	
  what	
  you	
  are	
  

doing.	
  Private	
  life	
  is	
  difficult	
  with	
  this.	
  You	
  have	
  to	
  make	
  your	
  private	
  life	
  to	
  your	
  pro-­‐

fessional	
  one.	
  

!
(D)	
  What	
  are	
  the	
  main	
  struggles	
  in	
  gelng	
  financed	
  from	
  Germany?	
  	
  

!
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(N)	
  If	
  you	
  have	
  found	
  one	
  partner	
  than	
  the	
  other	
  will	
  follow.	
  You	
  have	
  to	
  find	
  your	
  

market	
  for	
  the	
  „product“	
  which	
  can	
  be	
  difficult.	
  I	
  think	
  key	
  is	
  knowledge	
  of	
  the	
  mar-­‐

ket	
  you	
  are	
  working	
  for	
  and	
  the	
  people	
  working	
  there.	
  You	
  need	
  to	
  find	
  „your“	
  part-­‐

ner	
  that	
  trust	
  you	
  and	
  that	
  support	
  you	
  if	
  needed.	
  

!
(D)	
  Could	
  you	
  please	
  tell	
  about	
  your	
  experience	
  visiEng	
  documentary	
  film	
  fesEvals	
  

and	
  pitching	
  your	
  project	
  there?	
  	
  

!
(N)	
  It	
  is	
  mainly	
  there	
  to	
  be	
  visible	
  and	
  to	
  make	
  contacts	
  and	
  to	
  meet	
  the	
  old	
  ones.	
  It	
  is	
  

a	
  bit	
  like	
  family	
  meeEngs	
  where	
  you	
  see	
  what	
  the	
  others	
  are	
  doing	
  and	
  you	
  tell	
  them	
  

what	
  you	
  are	
  working	
  on	
  right	
  now.	
  It	
  is	
  very	
  much	
  needed	
  to	
  do	
  that	
  as	
  it	
  is	
  peoples	
  

business	
  and	
  you	
  need	
  to	
  have	
  a	
  network	
  of	
  people	
  that	
  you	
  can	
  rely	
  on	
  and	
  that	
  are	
  

thinking	
  as	
  you	
  are	
  …	
  

!
(D)	
  Do	
  you	
  find	
  Berlin	
  a	
  suitable	
  part	
  of	
  Germany	
  for	
  the	
  film	
  producEon?	
  (and	
  fi-­‐

nancing)	
  Where	
  do	
  you	
  think,	
  is	
  the	
  best	
  place	
  to	
  make	
  films	
  in	
  Germany?	
  I	
  know	
  that	
  

the	
  Supermarket	
  was	
  placed	
  in	
  Dusseldorf	
  parEally	
  because	
  of	
  financing	
  opportuni-­‐

Ees	
  of	
  region.	
  	
  

!
(N)	
  Berlin	
  is	
  great	
  for	
  creaEves	
  and	
  talent.	
  It	
  is	
  also	
  a	
  very	
  nice	
  place	
  to	
  live.	
  Money	
  is	
  

rare	
  and	
  the	
  compeEEon	
  is	
  very	
  high.	
  It	
  is	
  easier	
  going	
  to	
  Düsseldorf	
  or	
  Munich.	
  The	
  

scene	
  is	
  much	
  smaller	
  and	
  they	
  also	
  have	
  more	
  money	
  to	
  spend.	
  We	
  mostly	
  finance	
  

our	
  projects	
  with	
  partners	
  that	
  are	
  NOT	
  from	
  Berlin.	
  	
  

Düsseldorf	
  was	
  an	
  idea	
  because	
  i	
  lived	
  there	
  before	
  and	
  they	
  know	
  me	
  there	
  and	
  

have	
  always	
  been	
  very	
  supporEve	
  for	
  new	
  talent	
  -­‐	
  something	
  i	
  never	
  experienced	
  

here	
  also	
  i	
  was	
  here	
  at	
  film	
  school.	
  

!
(D)	
  What	
  do	
  you	
  think	
  is	
  easier	
  to	
  produce	
  in	
  Germany	
  -­‐	
  ficEon	
  or	
  documentaries,	
  as	
  

you	
  have	
  made	
  both?	
  

!
(N)	
  It	
  is	
  the	
  same	
  more	
  or	
  less.	
  The	
  indie	
  scene	
  for	
  ficEon	
  is	
  very	
  hard	
  as	
  well.	
  There	
  

are	
  some	
  big	
  producEons	
  but	
  you	
  can	
  not	
  compare	
  their	
  reality	
  with	
  ours.The	
  only	
  

thing	
  -­‐	
  it	
  is	
  a	
  complete	
  different	
  network	
  of	
  people	
  so	
  it	
  is	
  difficult	
  to	
  switch	
  or	
  doing	
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both.	
  I	
  am	
  lucky	
  as	
  i	
  have	
  good	
  friends	
  in	
  ficEon	
  but	
  honestly	
  i	
  know	
  likle	
  people	
  in	
  

financing.	
  I	
  would	
  always	
  work	
  with	
  befriended	
  producers	
  that	
  are	
  into	
  ficEon.	
  

!
(D)	
  If	
  I	
  am	
  a	
  young	
  film	
  producer	
  in	
  Berlin	
  (dreams	
  might	
  come	
  true)	
  and	
  I	
  gave	
  an	
  

idea	
  for	
  the	
  documentary	
  film,	
  how	
  I	
  can	
  finance	
  it?	
  As	
  I	
  know,	
  there	
  are	
  governmen-­‐

tal	
  film	
  funds	
  as	
  Medienboard,	
  MEDIA	
  Europe	
  and	
  FFA,	
  to	
  which	
  of	
  them	
  is	
  beker	
  to	
  

apply?	
  I	
  assume	
  it	
  should	
  differ	
  from	
  the	
  project	
  to	
  project,	
  so	
  which	
  of	
  them	
  will	
  be	
  

more	
  willingly	
  funded	
  by	
  FFA	
  and	
  Medien	
  Board,	
  and	
  which	
  of	
  them	
  will	
  be	
  easier	
  

accepted	
  by	
  Media	
  Europe?	
  

!
(N)	
  it	
  is	
  really	
  difficult.	
  You	
  need	
  a	
  film	
  school	
  to	
  start	
  with	
  or	
  a	
  company	
  or	
  network	
  

that	
  is	
  helping	
  you	
  to	
  get	
  to	
  know	
  the	
  right	
  people	
  that	
  is	
  key.	
  	
  

If	
  you	
  are	
  lucky	
  and	
  very	
  clever	
  you	
  can	
  produce	
  a	
  film	
  with	
  nearly	
  no	
  money	
  to	
  get	
  

akenEon	
  and	
  start	
  from	
  there	
  -­‐	
  some	
  people	
  i	
  know	
  have	
  done	
  it	
  like	
  this.	
  	
  

There	
  is	
  no	
  rule.	
  I	
  think	
  key	
  is	
  to	
  know	
  what	
  you	
  want	
  and	
  to	
  find	
  the	
  people	
  that	
  are	
  

doing	
  this	
  professional.	
  If	
  you	
  are	
  authenEc	
  and	
  willing	
  to	
  work	
  very	
  hard	
  you	
  will	
  

make	
  it!	
  

!
(D)	
  Also,	
  if	
  I	
  have	
  an	
  idea	
  for	
  the	
  documentary	
  film,	
  which	
  film	
  fesEvals	
  will	
  you	
  rec-­‐

ommend?	
  

!
(N)	
  You	
  have	
  to	
  differenEate	
  between	
  markets	
  and	
  fesEvals.	
  Brit	
  Doc	
  is	
  more	
  a	
  pro-­‐

gram	
  for	
  professionals	
  to	
  develop.	
  Something	
  i	
  would	
  always	
  recommend.	
  You	
  het	
  to	
  

learn	
  new	
  people	
  and	
  expand	
  your	
  network.	
  People	
  like	
  to	
  share	
  at	
  these	
  programs	
  

and	
  everyone	
  is	
  in	
  the	
  same	
  situaEon.	
  	
  

FesEvals	
  -­‐	
  IDFA	
  and	
  Leipzig	
  are	
  the	
  best	
  for	
  docs	
  for	
  the	
  german	
  market.	
  Sundance	
  

and	
  Hot	
  docs	
  is	
  important	
  for	
  the	
  US	
  market.	
  Berlinale	
  and	
  Cannes	
  are	
  the	
  most	
  pres-­‐

Egious.	
  

I	
  was	
  lucks	
  starEng	
  at	
  Berlinale	
  that	
  is	
  the	
  reason	
  we	
  could	
  start	
  the	
  company.	
  

!
I	
  as	
  a	
  part	
  of	
  the	
  producEon	
  company	
  bring	
  it	
  to	
  the	
  film	
  fesEval.	
  What	
  kind	
  of	
  oppor-­‐

tuniEes	
  do	
  I	
  have	
  there?	
  So,	
  for	
  example	
  it	
  will	
  be	
  screened	
  there,	
  is	
  there	
  any	
  other	
  

opEon	
  that	
  I	
  can	
  make	
  any	
  kind	
  of	
  profit	
  from	
  being	
  there?	
  (I	
  guess	
  it’s	
  the	
  meeEng	
  

with	
  distributors/TV	
  sales).	
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(N)	
  People,	
  People,	
  People	
  …	
  that	
  is	
  it.	
  New	
  OpportuniEes.	
  You	
  always	
  have	
  your	
  new	
  

film	
  in	
  the	
  bag	
  and	
  start	
  speaking	
  about	
  it	
  and	
  finance	
  it.	
  

!
(D)	
  Does	
  the	
  award	
  on	
  the	
  film	
  fesEval	
  increase	
  your	
  chances	
  to	
  get	
  more	
  funding	
  for	
  

the	
  next	
  projects?	
  	
  

!
(N)Absolutely.	
  The	
  more	
  you	
  are	
  seen	
  the	
  beker	
  it	
  is	
  to	
  get	
  money.	
  People	
  need	
  to	
  

want	
  work	
  with	
  you	
  that	
  is	
  essenEal.	
  	
  

!
(D)	
  What	
  do	
  you	
  think	
  about	
  the	
  success	
  of	
  German	
  documentary	
  films	
  in	
  cinema?	
  

How	
  do	
  you	
  find	
  it	
  popular	
  in	
  Germany?	
  How	
  to	
  akract	
  audience	
  to	
  watch	
  documen-­‐

tary	
  more	
  frequently?	
  	
  

!
(N)	
  The	
  is	
  no	
  way	
  to	
  compare	
  it	
  with	
  ficEon	
  and	
  it	
  will	
  always	
  be	
  a	
  niche	
  of	
  special	
  

interest	
  but	
  there	
  are	
  a	
  lot	
  ways	
  to	
  get	
  to	
  the	
  people	
  that	
  want	
  to	
  see	
  your	
  film.	
  You	
  

need	
  to	
  think	
  of	
  that	
  from	
  the	
  first	
  minute	
  on.	
  Who	
  is	
  your	
  audience?	
  Why	
  am	
  i	
  mak-­‐

ing	
  that?	
  For	
  whom?	
  What	
  is	
  my	
  target	
  -­‐	
  money	
  or	
  spreading	
  the	
  word	
  for	
  an	
  issue?	
  

!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
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APPENDIX	
  3	
  – Visual	
  materials	
  on	
  the	
  campaign	
  
!
Photo:	
  Del	
  Lagrace	
  Volcano	
  

!
Design:	
  ChrisEan	
  Kriegsheim	
  

!

!
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Photo:	
  Benyamin	
  Reich


