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CREATIVITY & NEW WAYS OF DISTRIBUTION

István Szabó, President of FERA

Film lives in the 
magic of constant 
innovation since 
the moment of the 
motion picture’s 
birth. And it is 
the beautiful 
characteristic of 
European film 
that it keeps 
the European 
traditions alive 
through every 
opening, every 
change, every 
technological 
innovation to this 
day. Not even 
the transition 

from silent films to talking pictures, from 
black and white to colour films, not even the 
physical change from the celluloid strip to video 
recording has made a change in the diversity 
of European film, or changing the way that the 
filmmakers of European countries kept the 
spirit of Europe and their traditions preserved 
in their stories, their artistic confessions. 

Now we are facing an especially difficult 
task because the technology of the digital 
revolution ensures such a broad audience for 
the motion picture – it closes the space and 
the time into a tight unit – that it sometimes 
scares the filmmakers into trying to simplify 
the information and emotions to make 
them understandable and able to be felt by 
everybody anywhere. Suddenly limitations are 
imposed on creativity, its direction towards 
the global market, its tightening appears as a 
market claim. It is interesting how we get from 
the all-welcome innovation to the director’s 
“creative and economic rights”. Last year 
we discussed in detail the challenge to our 

intellectual property rights by Internet piracy. 
We realised that if we didn’t stop the online 
robbery our industry would be threatened with 
collapse. Now we must ask: In which direction 
does the global market – created with fantastic 
technological innovation – drive creativity and 
identity?

In some ways European film is in a lucky 
position because European countries are 
supporting the art of film through public 
funding devoted to culture, and by promoting 
distribution of European and domestic films.  
It’s a fact that the art of film in the small-market 
European countries wouldn’t be able to survive 
without this public support. Fortunately the 
interest of the audience in national films has 
grown stronger in the last few years in several 
European countries, such as Poland, Finland, 
France, Germany and Spain. Unfortunately 
in other countries the audience’s interest in 
domestic films has sharply decreased – as in 
my country Hungary. What can be the reason 
for these huge differences? Maybe there is 
also a problem in the communication with the 
audience? Maybe the directors, who have the 
artistic responsibility for the films, are also to 
blame for this? 

Today the Internet represents the biggest 
opportunity and the biggest challenge. Legal 
and properly licensed film distribution ensures 
the widest audience for our films. We must 
help the various forms of legal services and 
platforms offering audiovisual works to become 
stronger and more widespread throughout the 
European Union and beyond.

European directors want to have a say in 
shaping the future of this industrial branch in 
the European Union, and hope to contribute to 
the continued success of European film - also 
in the digital age.

Helga Trüpel, Vice-chairwoman of the 
Committee on Culture and Education
“... and that is exactly what European cinema 
does - it shapes and forms the consciousness 
of ourselves and of each other! It creates a 
European belief, a European will, that very 
European ‘soul’...” Wim Wenders 

Europe has a great wealth of different cultures, 
religions, traditions, perspectives and ethnics. 
European cultural politics is about to protect 
and to develop this cultural richness. There 
should not be the category of singularity, but 
always plurality in thinking European cultures. 
Europe has not just one soul, but many. Wim 
Wenders, the famous German film director 
once said “we live in the age of the image and 
no other realm of culture displays so much 
power than that of the image”.  
Indeed, cinema is giving an extremely 
strong cultural contribution as it illustrates 
the European integration process, typical 
European issues or cultural diversity in the 
Union. The moving images are a perfect tool to 
communicate different stories and destinies 
of people and situations, expressing them in 
different genres. 

The European film is special in its diversity, 
based on the various cultures and languages in 
Europe. 

The value of cinema is well recognised and 
appreciated by the European Union and 
therefore supported by programmes such as 
the MEDIA programme, which helps to develop 
and distribute thousands of films as well as 
training activities, festivals and promotion 
projects throughout the continent. With the new 
MEDIA Mundus programme the European film 
industry will cooperate and promote European 
films on a wider global level. 

Last but not least I want to mention the LUX 

Cinema Prize of 
the European 
Parliament, which 
aims to illuminate 
the public debate 
on European 
integration and 
to facilitate the 
diffusion of 
European films 
in the European 
Union. 

But all this 
support has to be 
continued. The 
future for cinema 
in a more and 
more digitised 
world is challenging. Copyright questions need 
adequate answers which still have to be found. 
Therefore we need co-operations on all cultural, 
social, political and economic levels. 

I am very pleased that the Federation of 
European Film Directors is making an 
important contribution in this sense. FERA 
is representing 36 film and TV directors’ 
organisations in 29 European countries, aiming 
to enhance the recognition of the cultural 
significance of audiovisual works, to defend 
the creative integrity and the economic and 
creative authors’ rights of directors. 

I am looking forward to the vivid and interesting 
discussion with filmmakers and European 
politicians in the upcoming conference which 
was organised by FERA under my patronage.
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What is FERA?
What is FERA?

FERA is the European Federation of national 
associations of television and cinema directors. 
It was established in Venice in 1980 and 
now represents 36 associations as full and 
associated members in 29 countries.

The history of FERA

At the beginning of 1979 at “Les Rencontres de 
Saint Etienne”, when the idea of establishing a 
European federation of film directors emerged, 
small, ironic smiles were observed. At that 
time, trade-union tension prevailed in Europe, 
and this European project seemed, at best, a 
remote dream.

The following year (1980), after many phone 
communications and several urgent letters, 
some film directors met again in Venice in 
the strange cellar of the Bauer Hotel with its 
splendid dining room on the Grand Canal. It 
is there that the name of FERA was created 
along with a written agreement that would later 
become the organisation’s bylaw.
Thus, FERA was born and began to work 
in the defence of creativity and freedom of 
expression. Since these humble beginnings, 
European directors have organised conferences 
in Rome, Paris, Athens, Bastia, Berlin, Brussels, 
Copenhagen, Stockholm, Budapest, Gdynia, 
Munich, Madrid, Strasbourg, Sesimbra, Lille, 
San Sebastian, Sitges, Madeira, Barcelona, 
Haugesund, Dijon, Graz, Dublin.
Or, in a word, Europe.

FERA has three simple aims:
- FERA wants to support European legislation to 
foster an environment that makes
it possible to create good films in every 
medium, present and future.
- FERA wants the work of European directors 
to be seen by the widest possible audience in 

Qu’est la FERA ?

La FERA est la fédération Européenne 
regroupant les associations nationales de 
réalisateurs de cinéma et de télévisions. Elle 
a été fondée à Venise en 1980 et représente 
aujourd’hui 36 associations (et membres 
associés) dans 29 pays.

L’historique de la FERA

Au début de 1979, aux “Rencontres de Saint 
Etienne”, quand l’idée de fonder une fédération 
de réalisateurs Européenne émergea, on nota 
des petits sourires ironiques. A l’époque, un 
climat de tensions syndicales prévalait et ce 
projet Européen semblait, au mieux, un rêve 
lointain.

L’année suivante (1980), après de nombreux 
coups de téléphone et plusieurs lettres 
envoyées dans l’urgence, une rencontre eu lieu 
dans la cave de l’hôtel Bauer avec sa splendide 
salle donnant sur le Grand Canal. Là-bas naquit 
le nom de FERA et un accord écrit qui allait 
devenir ensuite les statuts de l’organisation.

La FERA était née et commença à travailler 
pour la défense de la creation et de la liberté 
d’expression. Et depuis ces humbles débuts, 
les réalisateurs européens ont organisé des 
conférences à Rome, Paris, Athènes, Bastia, 
Berlin, Bruxelles, Copenhague, Stockholm, 
Budapest, Gdynia, Munich, Madrid, Strasbourg, 
Sesimbra, Lille, San Sébastian, Sitges, 
Madeira, Barcelone, Haugesund, Dijon, Graz, 
Dublin.
Bref, en un mot, en Europe.

La FERA a trois objectifs:
- La FERA veut soutenir toute législation 
européenne qui crée un environnement propice 
à la création dans chaque média, présent ou 
future.

Europe and around the world.
- FERA wants European directors to earn a 
reasonable living from their work and
attain adequate working conditions.

To achieve these aims, we need the right 
conditions:
- Substantial public and private investment in 
the production, distribution and exhibition of 
European works.
- Inalienable legal and economic rights with 
secure remuneration for every use of our work.
- Fair contracts.
- Creative freedom.
- Independent and pluralist media operating in 
healthy democracies.

In some European countries, these conditions 
do not exist: in most, they are imperfect and 
incomplete. So, above all, European directors 
need a dynamic and articulate voice to speak 
for them in a changing world.

An outline of FERA’s achievements

Over the course of nearly 30 years, FERA has 
made important contributions to European 
cultural policy - most notably, the adoption 
of the Television Without Frontiers Directive 
in 1989, which established the quotas of 
European works on TV, the establishment of 
the first MEDIA programme in 1991, and its 
successors in 1996, 2001 and 2007 with more 
and more funds over the years. 
With members from Central and Eastern 
European socialist countries since its 
foundation, FERA has long been attentive to 
the protection of freedom of expression in the 
cinematographic art and, in particular, the 
moral rights of directors in these countries. 
After the fall of the Iron Curtain, FERA 
supported Central and Eastern countries in 
securing rights for their creators through the 
promulgation of film laws and authors’ rights 

- La FERA veut que le travail des réalisateurs 
européens soit vu par le public le plus large 
possible en Europe et dans le monde.
- La FERA veut que les réalisateurs européens 
puissent vivre décemment de leur travail et 
obtiennent des conditions de travail adéquates.

Pour parvenir à ces objectifs, nous avons 
besoin des conditions suivantes :
- Un investissement public et privé substantiel 
dans la production, la distribution et 
l’exploitation des œuvres européennes.
- Des droits d’auteur inaliénables qui garantisse 
une rémunération pour chaque utilisation de 
nos œuvres.
- Des contrats équitables.
- La liberté de création.
- Des médias indépendants et pluralistes qui 
opèrent dans des démocraties saines.

Dans certains pays européens, ces conditions 
n’existent pas ; dans la plupart, elles sont 
imparfaites ou incomplètes. En conséquence 
et par-dessus tout, les réalisateurs ont besoin 
d’une voix énergique et claire qui parle en leur 
nom dans un monde en continuel mouvement.

Quelques unes des contributions de la FERA

Au cours de ces 30 dernières années, la FERA 
a apporté d’importantes contributions à la 
politique audiovisuelle européenne –plus 
particulièrement l’adoption de la Directive sur 
la Télévision sans frontières en 1989, qui a 
établi des quotas d’œuvres européennes à la 
télé, l’établissement du premier Programme 
MEDIA en 1991 comme sa reconduction en 
1996, 2001 et 2007 avec plus de ressources 
au long des ans.
Avec des membres des pays socialistes de 
l’Europe centrale et orientale depuis ses 
débuts, la FERA a toujours été très attentive 
à la protection de la liberté d’expression dans 
l’art cinématographique et, en particulier, le 
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droit moral de ces réalisateurs dans ces pays. 
Après la chute du Rideau de fer, la FERA a 
soutenu les pays d’Europe centrale et orientale 
pour sauvegarder les droits des auteurs à  
travers la promulgation de lois pour le cinéma 
ou de loi sur les droits d’auteur.
A un niveau international, la FERA a été très 
active pour défendre l’exception culturelle 
dans les discussions du GATT en 1993 afin 
d’exclure le secteur audiovisuel européen 
des négociations commerciales. La FERA a 
participé à l’élaboration d’un instrument sur 
la diversité culturelle qui puisse garantir les 
politiques culturelles dans le monde entier. 
Ceci se concrétisa en 2005 avec la convention 
de l’UNESCO sur la protection et la promotion 
de la diversité de l’expression culturelle.
Récemment, la FERA s’est battue pour la 
révision de la Directive sur la Télévision 
sans frontières afin d’adapter la législation à 
l’émergence des services média audiovisuels 
en ligne et d’inclure la promotion des œuvres 
européennes dans leurs objectifs. A ce titre, 
la FERA a publié des lignes directrices pour 
l’implantation de la Directive sur les nouveaux 
services audiovisuels média adoptée en 2007.

La FERA est cette voix. Son programme est de 
travailler pour assurer les meilleures conditions 
possibles pour les réalisateurs et leurs œuvres 
à travers une Europe nouvelle et renforcée.

Anciens présidents

Liv ULLMAN
Manuel GUTIERREZ ARAGON
Francesco MASELLI
John BOORMAN
Robert ENRICO
Juan Antonio BARDEM
Krzysztof ZANUSSI
Ettore SCOLA
Peter FLEISCHMANN

FERA Members
COUNTRY

AUSTRIA 

AZERBAIJAN

BELGIUM

BULGARIA

CROATIA

CZECH REPUBLIC

DENMARK

ASSOCIATION

Austrian Directors’ Association – ADA

Film Director Guild of Azerbaijan - 
AZDG

Association of film Directors – ARRF 

Union of Bulgarian Film Makers - UBFM

Croatian Film Directors Guild – DHFR

Association Of Czech Directors and 
Screenwriters – ARAS 

Danish Film Directors

ADDRESS & CONTACT

Filmhaus
Spittelberggasse 3
1070 Wien
tel : +43 699 113 79 483
Fax : +43 1 586 89 17
office@directors.at
www.directors.at

1 Av. Moscow 
AZ1012 Baku
tel +99 412 431 77 31
fax +99 412 433 97 09
azdgfilm@azintex.com
www.azdgcinema.aznet.org

Avenue Molière, 460
1050 Brussels
info@arrf.be
www.arrf.be

Dondukov blvd. 67
1504 Sofia 
tel +359 2 946 10 68
fax : +359 2 946 10 69
sbfd@sbfd-bg.com
www.filmmakersbg.org/ubfm-eng.htm

Britanski Trg, 12
10000 Zagreb 
tel/fax +385 1 484 68 52
dhfr@dhfr.hr
www.dhfr.hr

Karlovo nám. 19
120 00 Praha 2
tel : +420 737 52 00 99
fax +420 224 32 25 58
info@aras.cz
www.aras.cz

Vermundsgade, 19, 2
2100 Copenhagen 
tel +45 358 38005
fax +45 35 83 80 06
mail@filmdir.dk
www.filmdir.dk
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laws. 
At the international level, FERA was very active 
in defending the European cultural exception 
in the GATT talks in 1993 in order to exclude 
the European audiovisual sector from trade 
negotiations. FERA pushed for a separate 
international instrument on cultural diversity, 
which would protect cultural policies all over 
the world. This was achieved in 2005 with 
the UNESCO convention on the protection 
and promotion of the diversity of cultural 
expression.
In recent years, FERA has fought for the 
revision of the Television without Frontiers 
Directive in order to adapt the legislation to 
the emergence of online audiovisual media 
services and to include the promotion of 
European works in their objectives. FERA 
published guidelines for the implementation of 
the new Audiovisual Media Services Directive, 
adopted in 2007.

That voice is FERA. Its programme is to work for 
the best possible conditions for directors and 
their work across a new and expanded Europe. 

Former Presidents

Liv ULLMAN
Manuel GUTIERREZ ARAGON
Francesco MASELLI
John BOORMAN
Robert ENRICO
Juan Antonio BARDEM
Krzysztof ZANUSSI
Ettore SCOLA
Peter FLEISCHMANN



13

ESTONIA

FINLAND

FRANCE

GERMANY

GREECE

HUNGARY

Estonian Filmmakers Union - Eesti 
Kinoliit

Directors Guild of Finland - SELOry

Society of Film Directors – SRF

Groupe 25 Images

Civil Society of Authors, Directors and 
Producers – ARP 

German Directors‘ Guild – BVR

AG DOK

Greek Director’s Guild

Hungarian Society of Directors –HSD

Uus Street 3
10111 Tallinn
tel/fax :+372 64 64 068
kinoliit@kinoliit.ee

Töölöntorinkatu 2B, 8.krs
FIN-00260 Helsinki
tel +358 50 539 09 51 
www.selo.fi

14, rue Alexandre Parodi
75010 Paris
tel +33 1 44 89 99 65
fax +33 1 44 89 99 60
contact@la-srf.fr
www.la-srf.fr

147 rue Blomet
75015 Paris
Rep/fax : +33 1 42 50 64 30
gr25images@wanadoo.fr
www.groupe25images.fr
www.teletek.fr

7 avenue de Clichy
75 017 Paris
tel +33 01 53 42 40 00
fax +33 01 42 93 57 88
larp@larp.fr
www.larp.fr

Jurgen Kasten, Délégué général
Brienner strasse, 52
80333 Munich
tel : +49 89 340 19 109
fax : +49 89 340 19 110
info@regieverband.de
www.regieverband.de

Schweizer Strasse 6
D-60594 Frankfurt a.M.
Tel : +49 69 62 37 00
Fax : +49 61 42 966 424
agdok@agdok.de
www.agdok.de

Tositsa Street, 11
10400 Athènes
tel : +30 1 822 89 36                     
fax : + 30 21 08 21 13 90
ees@ath.forthnet.gr

HUNGARY (cont.)

ICELAND

IRELAND

ITALY

LATVIA

LITHUANIA

NETHERLANDS

NORWAY

Directors Guild of Hungary - MRC

FilmJUS – Hungarian Society for the 
Protection of Audiovisual Authors’ and 
Producers’ Rights

Guild of Icelandic Film Directors – SKL 

Screen Directors Guild of Ireland – 
SDGI  

100 Autori 

Latvian Filmmaker’s Union

Lithuanian Filmmakers Union - SKL

Dutch Directors Guild 

Norwegian Filmworkers Association

Bródy Sándor utca 14.
1088 Budapest
tel: +36 1 266 65 88
fax: +36 266 45 43
filmjus@filmjus.hu
www.filmjus.fok.hu

Leifsgata 25
101 Reykjavik
tel: +354 588 6003

Curved Street South
Temple Bar
Dublin 2
tel +353 1 633 74 33
info@sdgi.ie
www.sdgi.ie

Vicolo di San Celso 3
00186 Rome
Italie
Tel/Fax:  06/68210895
www.100autori.it 

Elizabetes str. 49
1010 Riga
tel +371 728 85 36/37
fax +371 724 05 43
lks@delfi.lv
www.latfilma.lv/lks/

Vasario 16 str.13 /
Sermuksniu str.1
Vilnius
For correspondence : Vilnius C p. d. 40
Tel/fax +370 5 212 07 59
lks@kinosajunga.lt
www.kinosajunga.lt

Rokin, 91
1012 KL Amsterdam 
tél +31 20 684 28 07
GSM : +31 6 51877708
fax +31 20 688 52 99
info@directorsguild.nl 
www.directorsguild.nl

Dronningensgt, 16
0152 Oslo
post@filmforbundet.no
www.filmforbundet.no
tel +47 22 47 46 40
fax +47 22 47 46 89

CREATIVITY & NEW WAYS OF DISTRIBUTIONIMAGINING CINEMA IN THE DIGITAL AGE
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NORWAY (cont.)

POLAND

PORTUGAL

ROMANIA

SLOVENIA

SLOVAKIA

SPAIN

SWEDEN

Directors’ Guild of Norway – NFR 

Polish Filmmakers Association – SFP 

Portuguese Association of Film 
Directors – APR

Romanian Independent Filmmakers – 
SCIRO

DACIN SARA

Directors Guild of Slovenia – DSFU

Slovakian Association of Film Directors 

Professional Association of Catalan 
Film Directors – CDCC 

Film Directors of Sweden – SRF 

P.O. Box 275
1319 Bekkestua
tel +47 67 52 51 58
fax : + 47 23 037 381
nfr@filmdir.no
www.filmdir.no

ul. Krakowskie Przedmieście 7
00-068 Warszawa
tel. (+48) 22 845 53 24
fax (+48) 22 845 39 08
www.sfp.org.pl 

apr.realizadores@gmail.com

str. Demetru I.Dobrescu, nr. 4-6, Intr.B. 
Et.3, Cam. 50-52
010026 Bucharest
Tel. + 40 21 314 5731; 
Fax. + 40 21 315 84 83
www.dacinsara.ro 
office@dacinsara.ro

Miklošičeva 26 
1000 Ljubljana
tel : +386 1 438 16 40
info@dsr.si
dsr.si@guest.arnes.si

Grosslingova, 32
811 09 Bratislava

c/ Passeig Colom, 6
Officina 5
08002 Barcelona 
tel : +34 93 268 27 76
fax : +34 93 268 19 32
directors@gna.es

BOX 12710
Kaplansbacken, 2A 
112 94 Stockholm
tel:+46 8 441 13 00
fax:+46 8 653 95 07
info@teaterforbundet.se
jaan.kolk@teaterforbundet.se
www.regissera.nu/sveriges_
filmregissor.cfm

SWEDEN (cont.)

SWITZERLAND

TURKEY

UNITED KINGDOM

Swedish Directors  - Film, Stage and 
Media – SRE 

Swiss Filmmakers Association – ARF/
FDS 

Turkish Film Directors - Film Yon

Directors UK

Box 120 69
102 22 Stockholm
tel:+46 8 598 99 188
info@sre.nu
www.sre.nu

Neugasse 10
CH-8005 Zürich
tel: +41 44 253 19 88
fax: +41 44 253 19 48
info@realisateurs.ch
www.realisateurs.ch

Istiklal Caddesi
Atlas Sinemasi Pasaji
C Blok
Kat:2
Beyoglu
Istanbul
filmyon@filmyon.org
www.filmyon.org

31-32 Bedford Street
WC2E 9ED London
Tel: +44 (0)20 7240 0009
Fax: +44 (0)20 7269 0676
info@directors.uk.com
www.directors.uk.com

CREATIVITY & NEW WAYS OF DISTRIBUTIONIMAGINING CINEMA IN THE DIGITAL AGE



IMAGINING CINEMA IN THE DIGITAL AGE

17
CREATIVITY & NEW WAYS OF DISTRIBUTION

Facts & Figures on European 
Cinema
FERA has been collaborating with the European 
Audiovisual Observatory for several years. For 
the purpose of this conference the Observatory 
supplied FERA with various data which give a 
good idea of the reality of European cinema 
and the Audiovisual sector. 
Collecting data is not an easy task, figures are 
not the most recent but they are real and cross-
checked. We thank the Observatory staff for 
this work.

La FERA collabore avec l’Observatoire européen 
de l’Audiovisuel depuis de nombreuses années. 
A l’occasion de cette conférence, l’Observatoire 
a fourni à la FERA des données qui donnent 
une image claire de la réalité du cinéma et de 
l’audiovisuel européen.
Etablir des données n’est pas chose facile, 
les statistiques ne sont pas les plus récentes 
mais elles sont corroborés et contrôlées. Nous 
remercions l’équipe de l’Observatoire pour ce 
travail.

Number of feature films produced in the European Union (2004-2008)
COUNTRY 2004 2005 2006 2007 2008 (prov)
Austria 24 24 33 25 28
Belgium 18 25 34 42 39
Bulgaria 4 10 12 8 11
Cyprus 0 0 1 0 0
Czech Republic 21 25 38 30 34
Denmark 30 30 29 27 31
Estonia 13 8 9 12 19
Finland 19 15 16 14 19
France 167 187 164 185 196
Germany 1211 118 145 139 151
Greece 18 23 20 20 22
Hungary 23 18 46 28 27
Ireland 13 17 26 23 39
Italy 115 83 102 109 146
Latvia 3 2 4 6 5
Luxembourg 4 2 4 3 2
Lithuania 1 1 3 2 6
Malta 1 0 0 0 0
The Netherlands 31 48 39 32 32
Poland 17 21 25 35 36
Portugal 17 19 27 15 15
Romania 11 11 16 9 9
Slovakia 1 3 1 7 6
Slovenia 5 8 1 9 12
Spain 107 118 132 141 150
Sweden 35 45 44 30 33
United Kingdom 50 68 77 82 77
TOTAL 870 929 1048 1033 1145

Admissions in the European Union (2004 - 2008) in millions
COUNTRY 2004 2005 2006 2007 2008 (prov.) SOURCE
Austria 19,4 15,7 17,3 15,7 15,6 FAFO / Österreichisches Film-

institut
Belgium 24,1 22,1 23,9 22,7 21,8 INS / OBS (2008)
Bulgaria 3,1 2,4 2,4 2,5 2,8 National Film Center
Cyprus 1,0 0,8 0,8 0,9 - Min. Cult.
Czech Republic 12,0 9,5 11,5 12,8 12,9 Ministry of Culture / UFD
Denmark 12,8 12,2 12,6 12,1 13,2 Danish Film Institute
Estonia 1,2 1,1 1,6 1,6 1,6 Estonian Film Foundation
Finland 6,9 6,1 6,7 6,5 6,9 Finnish Film Foundation
France 195,7 175,5 188,8 177,7 189,7 CNC
Germany 156,7 127,3 136,7 125,4 129,4 FFA
Greece 12,0 12,7 12,8 13,8 - Media Salles
Hungary 13,7 12,1 11,7 11,1 10,4 National Film Office
Ireland 17,3 16,4 17,9 18,4 18,2 Carlton Screen Advertising / 

Nielsen EDI
Italy 116,3 105,6 106,1 116,4 111,6 Centro Studi Cinecittà Holding 

/ Cinetel / OBS
Latvia 1,7 1,7 2,1 2,4 2,4 National Film Centre
Luxembourg 1,4 1,2 1,3 1,2 - Baltic Films
Lithuania 1,4 1,2 2,4 3,2 3,3 CNA / Media Salles
Malta 1,0 1,0 0,9 1,0 - MFC / Media Salles
The Netherlands 23,0 20,6 23,4 23,1 23,5 NFC / NFF / MaccsBox - NVB 

& NVF
Poland 33,4 23,6 32,0 32,6 33,8 boxoffice.pl
Portugal 17,1 15,8 16,4 16,3 16,0 Instituto do Cinema e do 

Audiovisual
Romania 4,0 2,8 2,8 2,9 3,8 Centrul National al Cin-

ematografiei
Slovakia 2,9 2,2 3,4 2,8 3,4 Slovak Film Institute
Slovenia 3,0 2,4 2,7 2,4 2,4 Slovenian Film Fund
Spain 143,9 127,7 121,7 116,9 107,8 ICAA / OBS
Sweden 16,6 14,6 15,3 14,9 15,3 Swedish Film Institute
United Kingdom 171,3 164,7 156,6 162,4 164,2 Cinema Advertising Associa-

tion / Nielsen EDI
TOTAL 1012,9 898,9 931,6 919,8 924,2
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Breakdown of European Union admissions by the 
origin of films 2008 (prov.)
COUNTRY OF ORIGIN ADMISSIONS 08 MARKET SHARE 08
US 434,368,565 53.4%
US / EUR inc 80,452,856 9.9%
EUR inc/US 55,005,429 6.8%
GB 17,907,163 2.2%
FR 102,568,087 12.6%
IT 29,426,087 3.6%
DE 28,833,605 3.5%
ES 11,569,214 1.4%
Other Europe 40,943,043 5.0%
Rest of World 12,998,443 1.6%
Total 814,072,492 100.0%

Total as from LUMIERE 814,072,492
Check 0

Other EUR 40,943,043 5.0%
TOTAL EUROPE 231,247,199 28.4%
EUR INC 55,005,429 6.8%

Total EUR 286,252,628 35.2%
Total US + US / EUR inc 514,821,421 63.2%
ROW 1.6%
Check 100.0%

Note: ‘inc’ refers to films produced in Europe 
with US inward investment.

Source: OBS / LUMIERE

Number of digital screens in European 
Union by country as of June 2008
COUNTRY TOTAL
AT 38
BE 77
BG 6
CZ 1
DE 164
DK 10
ES 39
FI 6
FR 162
GB 298
GR 2
HU 6
IE 39
IT 57
LU 14
NL 36
PL 12
PT 26
RO 4
SE 7
SI 2
TOTAL 1006 Source: MEDIA Salles
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Number of VoD services offering films 
in their catalogue as of November 
2008
COUNTRY TOTAL
FR 43
NL 28
DE 22
GB 20
SE 19
BE 14
DK 14
ES 11
FI 11
IT 11
PL 10
AT 9
IE 6
HU 5
EE 3
PT 3
CY 2
CZ 2
GR 2
LU 2
LV 1
SI 1
SK 1 Source: European Audiovisual Observatory

Co-productions with non-European countries not included.
In % of the total European imported volume (in hours).

Source: OBS

Breakdown of non-national European 
fiction by format ( EUR 20 / 2007)
Feature films 34.0%
TV films 8.1%
Series 42.2%
Animation 15.3%
Short films 0.5%

Source: OBS

Origin of fiction programmes 
broadcast by 132 European TV 
channels in Europe (EUR 14) (2007)
Europe national 15.1%
Europe imported 10.4%
Coprod EUR/EUR 4.3%
Coprod EUR/Others 9.0%
Coprod not EUR 5.4%
USA 49.9%
Canada 1.5%
Australia/New Zealand 1.6%
Japan 1.2%
Others 1.7%
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Origin of feature films broadcast by TV channels in Europe (2007)
Channels  European origin

DE ES FR GB IT National Other 
EUR

AT
ORF1 23 14 6 12 7 11
ORF2 122 1 12 23 7 87 90
ATV 14 13 18
Total 159 1 39 47 19 94 101

BE (VLG)
Een 1 1 11 3 1 2
Canvas 1 2 7 7 2 8 10
Ketnet 5 2 14
VTM 2 4 10 15
Kanaal 2 2 1 3 1
VT4 1 2 1 6
Prime Action 33 19 94 138 33 8 79
Prime One 14 22 58 175 13 234 235
Total 53 46 164 340 51 264 362

BE(CFR)
RTBF - La 1 3 45 3 5
RTBF - La 2 1 54 1 1 6 8
RTL - TVI 15
Club RTL 57 6 1 1
Be1 22 11 657 61 20 23 53
Total 25 12 828 71 27 29 62

CH
SF 1 20 4 10 14 2 39 52
TSI 1 9 3 21 11 29 4 8
TSR 1 1 2 73 4 9 11
Total 30 9 104 29 31 52 71

CZ Data only available in the paper version 

DE
ARD 1 29 59 15 131 53
BF 1 16 26 6 128 35
ZDF 4 46 34 4 113 38
ARTE 11 90 25 2 76 30
Kika 1 3 1 22 54
Kabel 1 19 30 29 31 5
Pro 7 9 10 1 45 8
RTL 1 14
RTL 2 3 23 6 11 6
Sat.1 10 2 18 2

Super RTL 1 1 3 5 2
Tele5 2 60 138 191 8 16
Premiere 1 18 85 78 245 30
Premiere Serie 4 4 5 24 6
Premiere Filmclassics 132 56 34 52 28
Premiere Filmfest 30 316 329 92 222 41
Total 69 824 814 389 1,145 354

DK
DR 1 4 1 10 9 54 69
DR 2 6 5 26 3 7 11
TV2 1 3 5 8 2 33 37
TV 3 1 3 7 17 2 10 13
Kanal 4 2 1
Kanal 5 6 7 2
Total 12 7 35 68 9 104 130

ES
TVE 1 4 2 7 40
La 2 3 22 6 8 255 2
Antena 3 2 15
Tele 5 7 1
Canal+ 55 44 13 219 23
Cuatro 1 1 2 7
La Sexta’ 3 1
Total 4 82 59 28 544 26

FI
YLE 1 1 12 13 2 42 52
YLE 2 2 3 1 12 129 137
MTV3 2 11 12 14
Nelonen 1 8 3 4
Total 4 4 14 44 2 186 207

FR
France 2 1 7 49
France 3 1 9 2 105 1
France 5 1
Arte 77 11 25 2 97 28
M6 9 3 3 5 34 2
TF1 3 1 78
Canal+ Cinema 6 30 134 32 1,038 78
Cinécinema Classic 115 7 211 212 1,057 46
Cinecinema Premier 17 13 6 1,471 7
Canal J 16 7
Canal Jimmy 25
Comédie! 3 141
NT1 2 6 11 79
Paris Première 1 1 2 92 2



IMAGINING CINEMA IN THE DIGITAL AGE

25
CREATIVITY & NEW WAYS OF DISTRIBUTION

RTL 9 2 2 30 19 2
Serie Club 2 1 1
Teletoon 4 6 26 4
TMC Monte Carlo 1 2 3 51
TPS Cinétoile 16 9 128
TPS Star 15 23 32 13 1,066 2
France 4 2 90 1
Total 229 99 506 315 5,645 181

GB
BBC1 43 2
BBC2 1 1 141 2
BBC Three 25
BBC 4 2 9 2 22 4
BBC Prime 53
CBBC 2
Channel 4 1 2 123 2
E4 3
Film Four 6 2 10 8 556 24
Five 1 38
ITV1 Carlton Central 21
ITV2 3
Bravo 17
Cartoon Network (Europe)
Disney Channel
Hallmark 2 2 11
Jetix
Nickelodeon
Paramount - The Comedy Channel 7
Sky One 6
Sky Two 5
Sky Three 1
Sky Movies 1/Sky Movies Premiere 14 9 10 0 63 1
Sky Movies 2/Sky Movies Premiere 
+1

14 7 8 0 49 0

Sky Movies Cinema 3 38 3 106 2
UK Gold 85
TCM 13 23 443
Cartoon Network (UK)
Total 37 24 91 39 1,823 37

GR Data only available in the paper version 

HU Data only available in the paper version 

IE
Network 2 1 5 4 21 2 9
RTE1 1 60 1 2 3
Total 2 5 4 81 3 2 12

IT
Canale 5 7 2 3 3 47 21
Italia 1 4 2 4 7 158 3
RAI1 2 4 7 5 98
RAI2 2 2 8
RAI3 6 1 113
Rete4 4 3 6 26 2 1
La 7 2 1 11 60 135
Total 21 12 39 102 561 25

LU
RTL Télé Lëtzebuerg
Total 0 0 0 0 0 0 0

NL
NOS1 1 2
NOS2 3 2 16 7 2 21 34
NOS3 6 1 2 3 1 48 80
RTL4 2 4 4 4
RTL5 7 7
Net5 3 1 1
SBS6 1 3 3
Veronica 1 2 4 4
Film 1.1 50 41 71 186 13 92 148
Total 59 3 20 18 3 85 131

NO
TV2 Norway 1 4 22 49
TV3 Norway 2 3 15 2 1
NRK 1 2 2 1 8 65 91
NRK 2 4 5 8 19 29
Total 7 4 9 35 2 106 170

PL Data only available in the paper version

PT Data only available in the paper version 

SE
SVT 1 2 1 6 19 1 127 131
SVT 2 2 2 6 7 2 12 15
TV3 Sweden 3 4 13 3 6 6
TV4 Sweden 2 1 3 14 1 48 53
kanal 5 3 4 1 13 14
Canal+ Film1 23 11 78 116 14 168 348
TV1000 15 22 65 182 9 139 381
Total 44 40 165 355 31 513 948

TOTAL EUR 15 686 335 2,418 2,569 949 11,153 2,817

Sources: Infomedia for AT, BE, CH, DE, DK, ES, FI, FR, GB, IE, IT, LU, NL, NO, SE
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Documentary programming by public service channels in Europe (2005-2007)
COUNTRY CHANNEL 2005 2006 2007
AT ORF 1 9 9 9

ORF 2 595 595 595
BE (VLG) VRT1 291 375 265

VRT-Canvas/Ketnet 376 392 344
CH SRG-SSR SF 1 1567 1647 1728

SRG-SSR SF 2 127 119 111
SRG-SSR TSR 1 473 508 686
SRG-SSR TSR 2 839 1058 905
SRG-SSR TSI 1 638 745 686
SRG-SSR TSI 2 597 688 498

CZ CT1 604 760 920
CT2 1593 1401 1517

DE ZDF 539 456 463
DK DR 1 591 567 n.a.

DR 2 586 821 n.a.
EE ETV 640 704 766
ES TVE1 13 22 n.a.

TVE2 530 463 n.a.
FI YLE TV1 1185 1097 1087

YLE TV2 380 404 467
FR France 2 608 650 807

France 3 778 767 670
France 5 n.a. 3992 3525

GB BBC1 n.a. n.a. 383
BBC2 n.a. n.a. 1589
Channel 4 176 366 0
ITV 223 194 125

HR HRT 1 837 681 799
HRT 2 n.a. 209 123

HU MTV1 206 320 240
IE RTE1 532 689 602

Network 2 370 404 429
IS RUV 249 236 267
IT RAI1 102 135 105

RAI2 7 37 36
RAI3 457 394 305

LT LTV 259 n.a. 231
MT TVM 156 n.a. n.a.
NL Ned 1 309 251 55

Ned 2 20 195 743
Ned3 / Z@ppelin 360 189 101

NO NRK1 576 729 529
NRK2 291 556 755
TV2 Norway 96 113 n.a.

PL TVP 1 469 476 544
TVP 2 622 602 645

PT RTP1 207 315 439

RTP2 2665 n.a. 2431
RO TVR1 371 405 n.a.

TVR2 507 658 n.a.
RU Channel 1 708 442 709
SE SVT1 208 315 319

SVT2 521 582 601
SI SLO1 567 617 668

SLO2 436 408 445

In hours.
Source: UER-EBU 



IMAGINING CINEMA IN THE DIGITAL AGE

2 9
CREATIVITY & NEW WAYS OF DISTRIBUTION

FILM DIRECTORS IN THE 
DIGITAL AGE
FERA Contribution to the European Commission Ref lection 
Document: “Creative Content in a European Digital Single Market”

EXECUTIVE SUMMARY

FERA is an international, non-profit federation 
of national associations of film and television 
directors. Established in Venice in 1980 by 
a small group of far-sighted directors, it has 
grown to include 37 member associations from 
29 European countries.

1. Legislation

• FERA is very pleased to see the proposal to 
create an unwaivable right to remuneration for 
the online exploitation of audiovisual authors’ 
works listed among possible EU actions. 
Directors should have a legal entitlement to 
receive remuneration for every use of our 
works.

• There is a strong need to protect audiovisual 
authors by strengthening our contractual 
position in order for us to actually receive fair 
remuneration – for any form of exploitation.

• FERA is positive about a common European 
copyright Law, if and only if, the aim is to 
harmonise best practices, and not seek the 
lowest common denominator. If the European 
Union is serious about putting creativity and 
innovation at the centre of the agenda for the 
coming decade, there must be political courage 
to take targeted legislative action that actually 
fosters and promotes creation – in the long 
term.

• There is no need to radically change the 
legal framework to develop pan-European 

online services, nor to create or harmonise any 
more exceptions and limitations. The current 
legal framework is not an obstacle to the 
development of these services.

• Directors naturally want best governance 
and transparency from collective rights’ 
management organisations, and hold them 
fully accountable to us, their members, on 
all matters. FERA endorses any initiative to 
achieve this.

2. Investment in production

• FERA believes in the well-established 
principle that all media or platforms, offline 
and online, that benefit from audiovisual works 
should contribute to funding new production.

• It is crucial that the Audiovisual Media 
Services Directive1, in particular Article 3i 
regarding the production of and access to 
European works, is strictly and carefully 
implemented by all Member States.

• The link between distribution and financing 
production must be maintained in the digital 
single market. It would be absurd to allow the 
new audiovisual media services to profit from 
European audiovisual works without investing a 
fair share of their turnover in the production of 
new works.

3. Licensing

• It is important to distinguish between 
the commercial life cycle of new films and 

catalogue films (older than 5 - 10 years) when 
reflecting on commercial users’ access to 
European audiovisual works online.

• Any online Europe-wide or multi-territory 
license should not destabilise the current 
system of financing films, and disrupt related 
release windows, without providing alternative 
production funding sources.

• FERA is sceptical about introducing 
alternative forms of remuneration to replace 
or to exist alongside traditional copyright. 
Such compensation would most likely not be 
proportionate to the true value of the works 
being used. We find these alternative proposals 
for remuneration to be confusing and prefer 
consumer friendly licenses that offer tailor 
made services linked to specific uses and 
which fairly remunerate authors.

• Directors naturally want best governance 
and transparency from collective rights’ 
management organisations, and hold them 
fully accountable to us, their members, on 
all matters. FERA endorses any initiative to 
achieve this.

• Orphan works should be included in a 
licensing scheme handled by collective 
management organisations, after a diligent 
search has confirmed their orphan status.

4. Promotion of European Works

• The presence and visibility of European 
works on all online platforms is essential to 
build a culturally diverse European digital 

market. As provided for in article 3i of the 
AVMS directive, online catalogues and services 
should be required to include a significant 
proportion of European works, and present 
them prominently.

Directive 2007/65/EC of the European 
parliament and of the council of 11 December 
2007 amending Council Directive 89/552/
EEC on the coordination of certain provisions 
laid down by law, regulation or administrative 
action in Member states concerning the pursuit 
of television broadcasting activities, published 
in the Official journal of the European Union L 
332/27 of 18 December 2007.

INTRODUCTION

FERA would like to thank the European 
Commission for the opportunity to comment 
on the Reflection Document, which raises key 
questions regarding Creative Content Online 
from two Directorates General, DG Information 
Society and Media and DG Internal Market and 
Services.

There have been format and distribution 
changes in the past that European directors 
have adapted well to, and we embrace the 
development of rich and diverse online video 
on demand (VOD) services that reflect the 
current creativity, quality and diversity in 
European audiovisual works. These services 
must, however, respect the fundamental rights 
of the creators of those works if European film 
is to survive and develop.
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What is FERA?

FERA is an international, non-profit federation 
of national associations of film and television 
directors. Established in Venice in 1980 by 
a small group of far-sighted directors, it has 
grown to include 37 member associations from 
29 European countries. The current President 
of FERA is István Szabó (elected in 2008).
The history of film shows that the best films are 
made when directors are afforded conditions 
that enable them to pursue their vision to the 
full. The simple yet ambitious aim of FERA is to 
take concrete, coordinated and comprehensive 
action in all areas that are crucial to the 
success of European film and their creators.

The Directors and our Audience: United 
We Stand

FERA is troubled by the current rhetoric, which 
seems to suggest that the interests of creators 
and consumers are opposed.

Europe’s creators bear witness to our time. 
The works we create hold up a mirror to 
modern society and are the cultural heritage 
of tomorrow, conveying meaning and identity 
locally and globally.

Audiovisual directors are storytellers in the 
most cost intensive form of art: the moving 
image. Our chosen form of expression also 
makes it possible to communicate and 
share our stories with millions of people. The 
universal human experience projected on the 
silver screen, and best shared by an audience 
in a cinema, transforms the “them and us” into 
“you and me” and strengthens the European 
“we”.

Freedom of expression is at the core of 
European values and a fundamental right. But 

freedom to express must be possible both at 
the amateur level and at the professional level, 
and this does not diminish the equal human 
right to the protection of the moral and material 
interests resulting from any artistic production 
of which he or she is the author2.

In FERA’s view, the respect for the integrity of 
the work and the authorship (moral rights) are 
fully in line with public interests, and is not to 
be trifled with.

Amateur creative content should follow the 
same rules as professional creative content 
with respect to copyright: using existing 
protected works needs the authorisation of 
the authors, except quotations for criticism or 
review, incidental use and caricature, parody or 
pastiche.

The Communication from the Commission on 
Copyright in the Knowledge Economy of 19 
October 2009 recognizes that, after having 
consulted the interested parties in 2008, there 
is no apparent need to regulate user-generated-
content for the time being.

FERA believes that the main concern of the 
Commission should be the major challenges 
facing the professional creators of Europe. And 
it is imperative that the Commission address 
pertinent sector specific challenges. FERA 
is therefore glad to see that the Reflection 
Document acknowledges that the situation in 
relation to the audiovisual sector is significantly 
different3 from other cultural sectors.

1. LEGISLATION

Directors today have huge difficulties in 
securing fair and equitable revenue streams 
from all modes of exploitation of our works. 
These difficulties are exacerbated from 
online exploitations on one hand and foreign 

exploitations on the other hand.
The Commission should take bold steps to 
strengthen the position of creators in order to 
ensure us the means to live from the product 
of our labour as a basis for further creative 
production - a goal surely in the interests of 
audiences and society as a whole.

1.1 Remuneration

FERA particularly welcomes the Commission 
objective of creating a favourable environment 
in the digital world for creators and rights 
holders, by ensuring appropriate remuneration 
for their creative works, as well as for a 
culturally diverse European market.4

FERA believes that audiovisual authors must 
have a legal entitlement to receive fair ongoing 
remuneration for every use of their works, and 
such legal provisions should be enforced in 
contract practices.

Experience shows that when authors’ rights 
have been recognised and protected at EU 
level as a result of a harmonisation directive, 
authors have benefited from legal security and 
better transparency .

The creation at the European level of an 
unwaivable right to remuneration for the online 
exploitation of audiovisual authors’ works - 
listed among possible EU actions foreseen 
by the Reflection Document – is vital to the 
sustainability and growth of Europe’s creative 
industries, and FERA is pleased to see that the 
Commission clearly recognises this.

This unwaivable right to remuneration for 
audiovisual authors for their online rights 
should be based on the revenues generated 
by online exploitation and paid by the final 
commercial user (the online platforms). The 
remuneration should be administered by 

collective management societies with best 
governance and transparency.

1.2 Protection of audiovisual authors

There are in Europe insufficient protective 
rules for audiovisual authors who, in a hugely 
unfair economic arrangement, usually assign 
our rights for a flat fee and are then deprived 
of any revenue generated by the commercial 
exploitation and the success of our works. 
There is a strong need to strengthen the 
contractual position of directors in order for us 
to actually receive fair remuneration – for any 
form of exploitation.

Today the problem is not only that the scope 
of rights granted to the producer under 
the transfer varies from one Member State 
to the other5, but also that the directors’ 
remuneration regime varies from one country 
to another. In lots of European countries the 
director’s only remuneration derives from the 
initial contract with the producer.

The transfer of rights should be reasonably 
limited in time and each mode of exploitation 
should be specified in the contract, with a 
right to an equitable remuneration attached. 
Nevertheless, because directors are the weaker 
economic party, European law should provide 
that, notwithstanding the provisions of the 
contract with the producer, we as authors are 
entitled to fair ongoing remuneration from the 
exploitation of our works.

1.3 A European Copyright Law

FERA is positive about a common European 
copyright law, if and only if, the aim is to 
harmonise best practices, and not seek a 
lowest common denominator. If the European 
Union is serious about putting creativity and 
innovation at the centre of the agenda for the 
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coming decade, there must be political courage 
to take targeted legislative action that actually 
fosters and promotes creation – in the long 
term.

1.4 Exceptions and limitations

FERA is generally not in favour of the 
introduction of any additional exception 
to the long list of exceptions in the 2001 
Directive on the Harmonisation of Certain 
Aspects of Copyright and Related Rights in the 
Information Society, nor is it in favour of further 
harmonisation of the optional exceptions by 
making some of them mandatory. The 2001 
Directive was discussed at length (1997-2001) 
to achieve the harmonisation it currently 
provides and FERA does not think that a better 
result could be achieved today.

2. INVESTMENT IN PRODUCTION

European directors strongly believe that 
new forms of distribution will not only give 
European audiences access to a broader range 
of audiovisual works, they also represent a 
unique opportunity to further strengthen the 
production base and promote the diversity of 
audiovisual works created in Europe. The online 
environment is a new form of distribution that 
needs to be regulated, just as other forms of 
distribution have in the past.

2.1 The traditional financing system

FERA believes in the well-established principle 
that all media or platforms, offline and online, 
that benefit from audiovisual works should 
contribute to funding the production of new 
works.

The Reflection Document insists on the fact 
that the traditional ways of financing film 
production through box office, television rights 

and package media (without mentioning the 
role of the Member States’ public support) 
have led rights holders to partition the market 
for audiovisual content in the EU.6 And the 
Document merely mentions in passing that 
Online platforms do not generally contribute 
to financing the production of films and 
other audiovisual works in the same way as 
“traditional” distributors, in particular upstream 
investment, e.g. pre-purchase of rights; online 
platforms do not yet play the important role 
that cinema exhibitors do in the promotion of 
films.7

This is still the main way to finance films today, 
as very few players, especially in the Internet 
sphere, invest in film production in Europe.8

2.2 New financing partners

The link between distribution and financing 
production must be maintained in the digital 
single market. It would be absurd to allow the 
new audiovisual media services to profit from 
European audiovisual works without investing 
a fair share of their turnover in the production 
of new works. We must ask the question: If they 
don’t pay, who will? And what will be the impact 
on the level and quality of production?

FERA strongly believes, as provided for in 
article 3i of the AVMS directive, that financial 
contributions from online services should 
consist in the obligation to invest a share 
of the turnover of the service concerned 
in the production and rights acquisition of 
European works (the investment rate could 
increase according to the turnover) and/or by 
contributing to national film and audiovisual 
production funds.

3. LICENSING

For European directors, all online distribution 

opportunities for our works which respect the 
artistic integrity of the work and our rights 
as creators (both moral and economic) are 
valuable to help us reach new audiences.

FERA therefore supports the Commission’s 
objective of creating in Europe a modern, 
pro- competitive, and consumer-friendly legal 
framework for a genuine Single Market for 
Creative Content Online.9

FERA would nevertheless like to stress 
the importance of creating a framework 
that sustains creators in the long term. 
However tempting, there is no viable quick 
fix solution. All relevant experience suggests 
that the ambitious “one-stop-shop” would not 
remunerate creators fairly.

3.1 Commercial users’ access

Release windows are part of the business 
model of the audiovisual sector and like most 
decisions related to the exploitation of a film (or 
any audiovisual work), the periods are decided 
at national level. In most European countries, 
there are professional agreements with rights 
holders or commercial agreements tailored to 
each particular film to maximise its exploitation, 
its visibility for the audience and the revenues 
generated by each form of exploitation. The 
release windows are also closely related to 
obligations towards financing partners of the 
film.

Another reason for the release window system 
is to protect the theatrical release of a film. The 
big screen offers a unique viewing experience, 
and a high profile red carpet premiere, which 
enjoys extensive press coverage, is the starting 
point of the film’s marketing campaign.

Nevertheless, for small films with a limited 
access to theatres and/or limited means of 

promotion, waiting to make the film available 
on video/DVD or online does not make 
sense when the film is no longer available 
in the cinema. That is why directors support 
flexibility and windows release schemes that 
allow films that are no longer available in the 
cinema to benefit by release on other modes of 
exploitation, after a shorter period.

Online platforms will be the first to maximise 
profits by releasing a film in the best way 
possible in an ever-changing market.

It is important to distinguish between the 
commercial life cycle of new films and 
catalogue films (older than 5 - 10 years) when 
reflecting on commercial users’ access to 
European audiovisual works online.

3.2 Multi-territory licensing

FERA awaits with interest the publication of 
the study on multi-territory licensing for the 
online distribution of audiovisual works in the 
European Union undertaken by KEA European 
Affairs and CERNA and commissioned by the 
European Commission.

For films, licensing and rights clearances 
are usually in the hands of producers. 
Nevertheless, for some older films, directors 
may have recovered their rights on the expiry 
of the initial contracts if they have not been 
renewed. In all cases, licensing is generally a 
negotiation in which the decisive criteria are 
the scope of the proposed exploitation and 
the price paid to the rights holders for this 
exploitation.

To our knowledge, there is no particular 
problem concerning licensing and rights 
clearance from the authors’ side, as we are 
keen on larger distribution of our works.
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From the director’s perspective, the creative 
industries would benefit from Europe-wide or 
multi-territory licensing if the services offered 
at this scale are actively promoted at the equal 
scale (works available in all languages covered, 
marketing, advertising). It would not be 
acceptable to impose on rights holders online 
Europe-wide or multi-territory licensing if there 
is no real commercial activity behind it.

Any online Europe-wide or multi-territory 
license should not destabilise the current 
system of financing films, and disrupt related 
release windows, without providing alternative 
production funding sources.

FERA supports financial incentives for online 
multi-territory platforms of audiovisual works. 
The support of the MEDIA Programme to VOD 
platforms offering multi-territory services is 
important to develop fair industry practices.

3.3 Alternative forms of remuneration

The Reflection Document asserts that more 
collaboration with ISPs and other companies 
providing access technologies would provide 
more options for rights holders. New business 
models based on access subscription rather 
than payment for every single work, together 
with advertising-supported or feels-like-free 
services, could become more beneficial for 
rights holders and ISPs.10

The only proposal set forth by the Reflection 
Document is so-called alternative forms of 
remuneration, and specifically a compensation 
for unauthorised file sharing and reproductions 
on the Internet, paid by the ISPs to rights 
holders alongside the copyright licenses given 
to operators of legal services.

Such compensation would most likely not be 
proportionate to the true value of the works 

being used.

The Reflection Document also mixes this 
compensation proposal with new business 
models based on access subscription and “all 
you can eat” flat fee models, which are of a 
very different nature.

We find these alternative proposals for 
remuneration to be confused and duplicitous. 
We prefer consumer friendly licenses that offer 
tailor made services linked to specific uses and 
which fairly remunerate authors.

FERA believes that further reflection and 
investigation is needed.

3.4 Collective rights management

European film and TV producers usually do not 
have sufficient means, nor the infrastructure, 
to monitor the use of an audiovisual work 
on behalf of the director, in order to ensure 
that the latter receives remuneration that is 
proportionate to each use of the work.

New technologies allow more transparency and 
efficiency in the monitoring of online services 
and in the collection and distribution of 
authors’ rights. These opportunities have to be 
combined in the best interests of the creators.

Collective agreements between authors’ 
collective management organisations and 
online operators can also help ensuring the 
fluidity of rights and securing remuneration 
for authors as an alternative to a case by case 
approach based on the initial contracts.

The Reflection Document suggest that EU 
measures focusing on the governance and 
transparency of collective rights management 
organisations would ensure that the interests 
of creators are administered in the most 

efficient manner.

Directors naturally want best governance 
and transparency from collective rights 
management organisations, and hold them 
fully accountable to us, their members, on 
all matters. FERA endorses any initiative to 
achieve this.

3.5 Orphan works

FERA is pleased to see that the Reflection 
Document proposes that orphan works should 
be included in a licensing scheme such as 
extended collective licensing, after a diligent 
search has confirmed their orphan status.

FERA believes that there are very few 
audiovisual works that are truly orphaned, and 
underlines the importance of enforcing our 
moral right to be credited (often disrespected 
by broadcasters and other distributors) as a 
preventive measure.

FERA welcomes the impact assessment on 
orphan works that the Commission announced 
in its Communication on Copyright in the 
Knowledge Economy in October 2009. In this 
communication, the Commission explained that 
the impact assessment would explore a variety 
of approaches to facilitate the digitisation and 
dissemination of orphan works.

FERA considers the handling of orphan 
works through collective rights management 
organisations to be the best practical solution, 
and insists that all models considered must 
provide for remuneration for all works.

4. PROMOTION OF EUROPEAN WORKS

The interface between the director and his/her 
audience, online or offline, are of fundamental 
importance to the director. We are concerned 

about protecting the artistic integrity of our 
films and need assurance that films, whatever 
the format, will be delivered to the audience in 
their original state, with proper creditation of 
authors, performers and collaborators.

The audiovisual market like any other cultural 
sectors is driven by the visibility that is given 
to the works. Whether online or offline, the 
audience can hardly even consider wanting to 
see a film if it has no idea that this film exists.
Access doesn’t mean that consumers will find 
it – the necessity for marketing online must not 
be underestimated.

As provided for in article 3i of the AVMS 
directive, visibility and accessibility to European 
works online must be guaranteed through 
attractive exposure on the home page and 
the menus of VOD services and in electronic 
programme guides. Online catalogues should 
be required to include a significant proportion 
of European works.

FOOTNOTES
1 Directive 2007/65/EC of the European parliament and 
of the council of 11 December 2007 amending Council 
Directive 89/552/EEC on the coordination of certain 
provisions laid down by law, regulation or administrative 
action in Member states concerning the pursuit of 
television broadcasting activities, published in the Official 
journal of the European Union L 332/27 of 18 December 
2007.
2 The Universal Declaration of Human Rights.
3 Page 7 of the Document.
4 Page 3 of the Reflection Document.
5 Page 12 and 13 in the Document.
6 Page 13 of the Document.
7 Page 8 of the Document.
8 With rare exceptions like Orange in France. 
9 Page 4 of the Document.
10 Page 20 of the Document.
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Film directors’ words

To stay alive, Cinema should re-invent everything from the beginning.
Pour que le cinéma reste vivant, il doit tout réinventer depuis le début.

Jean Renoir

No form of art goes beyond ordinary consciousness as film does, straight to our 
emotions, deep into the twilight room of the soul.
Aucune forme d’art ne traverse notre conscience ordinaire comme le fait le cinéma et 
n’atteint ainsi nos émotions au plus profond de notre âme crépusculaire.

Ingmar Bergman

If it can be written, or thought, it can be filmed.
Si ça peut s’écrire, ou se penser, cela peut être filmé.

Stanley Kubrick

What is good about films is that they are always wider than words.
Ce qui est bien avec les films, c’est que c’est toujours plus vaste que les mots.

Lars von Trier

Film is not the art of scholars but of illiterates.
Le cinéma n’est pas l’art des universitaires, mais celui des illettrés.

Werner Herzog

Cinema is a source of joy, knowledge and entertainment. It records, inspires, stimulates; it gives 
pride and strength. It’s an invaluable treasure, as long as we protect and safeguard it.
Le cinéma est une source de joie, de connaissance et de divertissement. Il enregistre, inspire, 
stimule ; il donne de la fierté et de la force. C’est un  trésor à la valeur inestimable, aussi 
longtemps que nous le protégeons et le sauvegardons. Pedro Almodóvar

I think cinema, movies, and magic have always been closely associated. The very 
earliest people who made film were magicians.
Je pense que le cinéma, les films et la magie sont intimement associés. Les premiers 
qui ont fait du cinéma étaient d’ailleurs des magiciens.

Francis Ford Coppola 

About cinema

The directing of a picture involves coming out of your individual loneliness and taking a 
controlling part in putting together a small world. A picture is made. You put a frame around 
it and move on. And one day you die. That is all there is to it.
Le réalisateur d’un film mélange ce qui vient de sa solitude personnelle et un rôle dans 
l’assemblage d’un petit monde. Une image est faite. Vous mettez un cadre autour et vous 
faites bouger. Et un jour vous mourrez. Voila tout ce que c’est.

John Huston

About Europe

What is a European? When I go to the USA, or South America, or China, I feel I’m a 
European, and I know what it means to be European. But when I’m in Europe, I feel a 
mixture of contradictions and improbabilities.
Qu’est-ce qu’un Européen ? Quand je vais aux USA, en Amérique Latine, ou en Chine, je 
me sens Européen, et je sais ce qu’être Européen veut dire. Mais quand je suis en Europe, 
je ressens un mélange de contradictions et d’improbabilités. Andrzej Zulawski

I am proud that I was born in Europe and have been tortured by all the problems of Europe. When 
we speak of curiosity, we do not know how wonderful, fantastic and inconceivable Europe is.
Je suis fier d’être né en Europe et d’avoir été torturé par tous les problèmes de l’Europe. Quand 
nous parlons de curiosité, nous ignorons à quel point cette Europe est merveilleuse, fantastique et 
inconcevable. Dusan Makavejev

What is optimistic is that we have heard of certain initiatives, especially political 
initiatives about laws to protect the European cinema in the European markets.
Ce qui rend optimiste, c’est que nous voyons certain initiatives, spécialement des 
initiatives politiques, sur des lois pour protéger le cinéma européen dans son marché 
européen. Agnieszka Holland

We have increasingly lost our knowledge of our neighbours’ cinema and we have to get it back. 
When I was young, we knew the directors from all over Europe. In losing this knowledge we lose 
the necessary mirror that cinema needs.
La connaissance des voisins s’est peu à peu effritée, et nous devons la récupérer. Quand 
j’étais jeune, nous connaissions les réalisateurs de toute l’Europe. En perdant cette 
connaissance, nous perdons un miroir vital pour le cinéma.

Peter Fleischmann

I don’t want to live after the end of European cinema.
Je ne veux pas vivre après la mort du cinéma européen.

Michelangelo Antonioni

I would like if we could go beyond wishes, that it should not be a story of wishes and desires any 
more, but a reality, measures that will rescue, promote and create a visionary relationship with 
what is called European cinema.
J’aimerais qu’on aille par delà les souhaits, que ce ne soit pas qu’une histoire de souhaits et de 
désirs, mais une réalité qui va sauver, promouvoir et créer une relation visionnaire avec ce qu’on 
appelle le cinéma européen.

Theo Angelopoulos

I would like to focus on our creative aspect: I hope that European politicians will protect 
us well enough and that we shall be in position to create in the future.
Je voudrais me centrer sur l’aspect créatif: j’espère que les hommes politiques vont 
nous protéger suffisamment pour que nous soyons en mesure de créer dans le futur.

Krzysztof  Zanussi
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Can the next generation feel European if they have not been fed with European content, 
European issues, traditions…? In our visual age, nothing can do this better than cinema. Cinema 
conveys all our myths, our everyday lives, our hopes, our ambitions. Without a European cinema, 
a European identity has no future.
Comment la génération suivante se sentira-t-elle européenne si elle n’est pas nourri d’œuvres 
européennes, de problématiques européennes, de traditions…? Dans notre ère du visuel, rien 
ne peut mieux le faire que le cinéma. Le cinéma porte nos mythes,  nos vies quotidiennes, nos 
espoirs, nos ambitions. Sans cinéma européen, l’identité européenne n’a pas de futur.

Wim Wenders

Can cinema invigorate the co-habitation of the European peoples? I believe no other form of art 
is more suitable in that respect. This justifies the necessity for a legal framework.
Le cinéma peut-il stimuler la cohabitation des peoples européens? Je crois mieux que toute 
autre forme d’art en ce domaine. Cela justifie la nécessité d’un cadre légal.

Cinema facing today

Film as art has an impact on the today’s world.
L’œuvre d’art possède un impact sur le monde d’aujourd’hui.

Jean-Pierre and Luc Dardenne 

Andrzej Wajda

Now more than ever we need to talk to each other, listen to each other and understand how we 
see the world, and cinema is the best medium for doing this.
Plus que jamais, on doit parler avec le prochain, écouter son prochain et comprendre comment 
nous voyons le monde, or le cinéma est le meilleur moyen pour y arriver.

Martin Scorsese

As long as each of us keeps our own national identity, I think we’ll succeed in building a genuine 
European cinema. European cinema will fail if it imitates American films. Therefore, if we see 
the scriptwriters and directors strike in the USA, we have to admit that it is no debate with the 
directors in Europe about the evolution of exploitation of films.
Aussi longtemps que chacun de nous conservera son identité nationale, je pense que nous 
réussirons à construire un cinéma européen authentique. Le cinéma européen  échoue quand il 
imite les films américains. Ceci dit, en partant de la grève des scénaristes et des réalisateurs aux 
Etats-Unis nous constatons qu’il n’y a pas eu de réflexion en Europe avec les réalisateurs sur la 
question de l’évolution de l’exploitation des films. Cedric Kaplisch

You cannot change the political vision people have with a film, but you can launch, at least, a 
discussion.
Vous ne pouvez changer la vision politique des gens avec un film, mais vous pouvez au moins 
engendrer une discussion politique.

Constantin Costa-Gavras

The new business models for films online are multi-faceted subjects, but if we succeed in making 
the online providers to invest in our films, it will change their attitude.
Les nouveaux modèles d’exploitation des œuvres en ligne  sont des sujets qui appelle beaucoup 
de questions, mais  si on peut arriver à faire que les distributeurs en ligne participent à nos films, 
ça changera leurs attitudes.

Bertrand Tavernier

MORE THAN 700 ON-DEMAND 
AUDIOVISUAL SERVICES 
AVAILABLE IN EUROPE
The new study ‘Video on Demand and Catch-
Up Television in Europe’ by the European 
Audiovisual Observatory offers an overview 
of recent developments of VOD services 
as well as looking at the various business 
models in Europe and USA. The European 
Audiovisual Observatory has identified 696 
VOD services from 366 different providers 
operational at the end of December 2008 
with the UK leading with 145 services, 
followed by France (106) and Italy (93). More 
than half these services were delivered via 
internet, 30% on a DSL network (in the IPTV 
mode), 7% on cable and less than 3% by 
satellite.
Business model? Maybe, but not a new way of 
financing films for the moment.

MALTESE NEW AUDIOVISUAL FUND 

CREATED
Malta Film Commission (MFC) and the Ministry 

for Education, Culture, Youth and Sport launched 

a new film fund that will allocate €233.000 for 

shorts, documentaries and feature films. 

With 390.000 inhabitants, it’s one of the most important 

film fund by inhabitant!

Best of the FERA Newsletters
We propose a “best of” from the FERA Newsletters published since 2007. These are not the most 
important news but the most relevant.  It’s not for informing you anymore, but for reminding, 
alarming or simply for laughing.  Sometimes they can even be a good idea for a script!

NOV 09 OCT 09

LOS ANGELES GANGS MAKE BUSINESS 

WITH PIRACY
The Los Angeles Police Department has arrested 25 

people and recovered more than $12m (€8.5m) in 

pirated CDs and DVDs only in this year. According to 

the department, gangs are now turning from drugs to 

piracy as main business since the sentences are less 

rigid. Councilmen Greig Smith and Dennis Zine asked 

the City Attorney’s Office to consider a new legislation 

that would require more strict penalties. Police 

Department has recovered more than $61m (€43m) 

in pirated items since 2002.

Who said that Film business is not anymore a good business?

JUL 09

EU FILM PRODUCTION REACHED RECORD 

IN 2008
According to the European Audiovisual Observatory, 

a total of 1145 films (878 feature fiction films and 

267 feature documentaries) were produced in the 27 

EU countries in 2008, 112 films more than in 2007. 

According to these figures, European productions have 

been raised by an annual average of 7.1% since 2004. 

Production levels has grown in 16 of the 27 EU countries 

with France reaching the highest level (196 feature 

films), followed by Germany (151), Spain (150) and Italy 

(146).  
The Director’s party at the end of the year will require a 

bigger place.

MAY 09

PIRATE PARTY WINS A 
SEAT AT THE EUROPEAN 
PARLIAMENT
The Pirate Party will have one seat at 
the EP thanks to the results achieved 
in Sweden (7.4%) becoming the third 
largest party in the country in terms 
of members after the Conservatives 
and the Social Democratic Party. Pirate Party’s programme consists of the 
cancellation of the patent system, the 
reform of the copyright system and 
protection of individual freedom and 
privacy. The Pirate Party will join the 
Greens sharing same ideas in terms of protecting users’ rights.
After Hollywood’s “Pirates of the Caribbean”, 
the European’s “Pirates of the Baltic”.

JUN 09
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THE EUROPEAN COMMISSION PROLONGS 

FILM SUPPORT RULES UNTIL DECEMBER 2012
The European Commission adopted a Communication 
extending the validity of the state aid assessment criteria 

for the production of films and audiovisual works until 31 

December 2012. These criteria, laid down in the Commission 

Cinema Communication of 2001, already extended in 2004 

and 2007, are used by the Commission to approve Europe’s 

national, regional and local film support schemes under the 

EU’s state aid rules. The new Commission Communication 

also identifies a number of trends which are likely to have to 

be addressed by a future Cinema Communication according 

to the Commission. The more recent trends include support 

for aspects other than film and TV production (such as film 

distribution and digital projection) and regional film support 

schemes.
If you want to make the film of your life, make it before 2012, after we 

never know.

FEB 09

EC TAKES COURT ACTION 
TO PREVENT EXCESSIVE 
SPOT-ADVERTISING ON 
SPANISH TV
On 27 November 2008, the 
European Commission decided 
to bring Spain before the 
European Court of Justice for 
failing to comply with the rules on 
advertising in the EU’s “Television 
without Frontiers” Directive. This is 
the final stage of an infringement 
procedure started in July 2007. 
The main publicly funded and 
the commercial TV channels 
in Spain regularly fail to limit 
advertising and teleshopping 
spots to 12 minutes per hour, 
often by several minutes. While 
recognising the need to finance 
commercial programmes with 
advertising, the “12-minute-rule” 
was set up by the EU so that 
viewers would be protected from 
excessive spot-advertising on TV. 
The European Parliament and the 
Council of Ministers confirmed the 
“12-minute-rule” during the recent 
modernisation of the Directive.
If it was only a Spanish problem… But 
Film Directors could help providing films 
with 12’ white screen to embrace spots 
once per hour.... 

JAN 09

OVER 6500 TV CHANNELS AVAILABLE IN THE 

EU AND CANDIDATES COUNTRIES IN 2008

The European Audiovisual Observatory‘s MAVISE database 

currently identifies 5068 active channels in the 29 

countries. A further estimated 1500 small local channels 

active in European markets will be progressively added to 

the database. So, the Observatory estimates that around 

6500 channels are currently available to the EU audiences. 

4663 are established in one of the European countries and 

405 originate from a third country. The UK is the country 

with the highest number of established TV channels. 

Film channels represent the largest genre of thematic TV 

channels, followed by sports channels.
Think if each of these channels is passing one European film a week? 

Only one.

DEC 08

THE FERA’S GENERAL ASSEMBLY IN MAY IN IRELAND
• From the final declaration: “Meeting in Dublin, the city where James Joyce opened the first Irish cinema, European Directors reflect on the fragile nature of film distribution 104 years later. James Joyce’s cinema went dark; we do not want the same thing to happen to European film culture”.• From Liv Ullmann stepping down after five years serving FERA as President: “European filmmaking is like being in a tiny vessel facing huge tankers in a stormy sea”. • From István Szabó, the prominent Hungarian director, elected as the new FERA President:“European cinema has got several worries: financial troubles, distribution troubles, the question of rights, the Internet, piracy, the way of European story-telling, the different languages and the question of national identities. I know only one thing: we should not search for enemies, but try to find partnerships”.

Three sentences to remember.

JUL 08

AGREEMENT BETWEEN CULTURAL 

INSTITUTIONS AND RIGHT-HOLDERS ON 

ORPHAN WORKS
A Memorandum of Understanding was signed on 
June 4 by 26 libraries, archives and right-holders’ 
organisations (including FERA) in the presence of 
Commissioner Reding. It provides for due diligence 
guidelines which should be observed by cultural 
institutions when searching for right-holders. A work 
can be considered orphan if the criteria, including the 
documentation of the process and the outcome have 
been followed without finding the right-holders.
Philosophical question: Can a work be orphan?

JUL 08

THE SWEDISH SUPREME COURT 

REAFFIRMS THAT COMMERCIAL 

BREAKS IN FILMS CONSTITUTE 

A VIOLATION OF THE MORAL 
RIGHTS OF FILMMAKERS
On March 18, the Supreme Court of 
Sweden reaffirmed the judgments of the 
City Court of Stockholm and the Court of 
Appeal in the lawsuit between film directors 
Vilgot Sjöman and Claes Eriksson versus 
the Swedish company TV4. The judgment 
confirms that the moral right still has a value 
for the individual artist and that an express 
permission from the film director is necessary 
to legitimate commercial breaks in film.
We are so used to commercial breaks that we forgot 
the “value of the moral right”. A City Court reminds us.

JUL 08

“WHY IT’S WISER NOT TO 
BECOME A DIRECTOR”
The Dutch Directors Guild has 
issued an informative book 
about copyright for directors with 
this teasing title. The book has 
been handed over to the Dutch 
Minister of Culture, M. Plasterk, 
who recognised at this occasion 
that the legal position of Dutch 
directors should be improved and 
proposed to work on adjustments 
in the Dutch Copyright Law.
Such titles are always in fashion.

JAN 08

QUEBEC DIRECTORS’ STREET 
DEMONSTRATION
On December 12, Quebec Directors went 
down to the street to distribute free DVDs of 
their films in order to show publicly that they 
do not recoup any money from this market.
Unfortunately, it would be easy to organise such an 
International Day around the world.

DEC 07
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CiNeUROPA
THE SITE FOR EUROPEAN CINEMA

FILM PRIZE
THE EUROPEAN PARLIAMENT 
IS COMMITTED TO CULTURE

2010

Fatih Akin - Director of “Auf der anderen Seite”, 2007 LUX Prize
 “The LUX Prize is the most innovative award for European cinema. The sponsored subtitles enabling the 
laureate to present his film all around Europe is a great idea, and the election process draws attention to foreign 
productions from ‚babylonic‘ Europe which otherwise would have remained unknown. Hopefully the European 
Parliament will continue to promote our diverse and rich cinematographic culture through the LUX Prize“.

Philippe Lioret - Director of  “Welcome”, 2009 LUX Prize
“The impact the film had on French society made me change. We started as filmmakers and then turned into 
citizens. The award of the LUX Prize to “Welcome” is an encouraging sign. We see this as a sign of support for 
the values which the film defends – commitment, solidarity and open-mindedness – against all attempts to go 
backwards”.

Luc Dardenne, Director with his brother Jean-Pierre,  
of “Le silence de Lorna”,  2008 LUX Prize

“Being able to see other directors’ films is a real problem in Europe.  
The LUX Prize is a first step to solving it. I hope that everyone involved in distributing 

and screening movies throughout Europe will grasp the significance of this”.

Supporting Cultural and Linguistic Diversity,  
Encouraging the Circulation of European Films 

For the European Parliament, the LUX Prize is a way to break down the language barriers that prevent 
films from circulating in Europe. Much like “Auf der anderen Seite” (2007), “Le silence de Lorna” (2008) 
and “Welcome” (2009), the 2010 LUX Prize winning film will benefit from the financial support of  
the European Parliament, consisting of:

subtitling in the EU’s 23 official languages, including the adaptation  •	
of the original version for visually- or hearing-impaired people;
producing a 35 mm print per member state, or supporting the DVD release.•	

2010 Edition of the LUX Prize 

Eligibility criteria and selection process on www.lux-prize.eu
For film suggestions, mail to lux-prize@europarl.europa.eu 

Since 2007, the LUX Prize has been a tangible symbol of the support brought by the European Parliament 
to the European film industry and its great, relentless creativity. The LUX Prize aims to spotlight the 
wealth and the diversity that characterize European cinema by selecting each year 10 films dealing 
with European issues, such as fundamental rights, public freedoms, justice, solidarity or immigration.  
Bearing witness to the European construction process, each film brings a new and unique contribution 
to the public debate on the European Union.

The European Parliament Is Committed to Culture

EE With the support of the Representation of the European Commission in Belgium
EE Avec le soutien de la Représentation de la Commission européenne en Belgique
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