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Europe 
at the service of the 
audiovisual industry, 
from creation to distribution 

Cinema is an essential form of expression of our cultural 
diversity. This is borne out by both the great film heritage of 
our countries and today's screen talents. Television, with 1,500 

channels in Europe, has become the main means of bringing 
information, entertainment and culture into the home. 

Accounting for some 950,000 jobs and contributing 
around € 6 5 billion to Europe's GDP, the audio­

visual industry stands apart from others. Over 
v._ and above its role of providing entertainment, 

it has public interest objectives that must 
be guaranteed. The democratic and cul­

tural issues linked to cinema and TV 
explain the special interest in this 
sector shown by the public autho­
rities, national and European alike. 

On the European level, various 
support instruments and a regula­
tory framework, consisting essen­
tially of the 'Television without 
Frontiers' Directive, are in place. 
The main EU assistance mecha­
nisms are the MEDIA programme 
(2001-2005) and ¡2i-audiovisual, 

an initiative of the European 
Investment Bank. Put simply, their 

goal is to strengthen the audiovisual 
industry in Europe. The European 

Union intervenes in tandem with natio­
nal audiovisual support policies. The ne­

cessity of these policies is so evident that 
their durability is guaranteed by the 

Commission, internally through a generous 
system in terms of authorised national aid, and 

externally through a refusal to negotiate on the 
audiovisual sector in the WTO. 

To promote the circulation of European audiovisual works, the MEDIA 
Plus programme had its budget increased by 30% for the 2001 -2005 
period. MEDIA Plus supports the development, distribution and 
promotion of European films, whereas the i2i-audiovisual initiative 
supports SMEs in the sector, the modernisation of larger companies 
and the creation of European venture capital funds. 

With these support policies, with the talented young people trained 
in European film schools and thanks to a number of other factors, 
the film industry appears to have been improving its performance in 
Europe over the past few years. However, this effort must continue. 
It is vital to ensure ever greater freedom of movement for European 
films in the EU. 

So I have decided to establish a Europe-wide celebration of cinema, 
CinEd@ys, as an incentive, notably for young people, to discover the 
treasures of Europe's cinema heritage. Starting this year, on 15-24 
November, the annual CinEd@ys event will be linked with Netd@ys, 
the latter focusing on the theme of images for the occasion. 

During this European Cinema Heritage Week, under the patronage 
of Pedro Almodovar, I expect over a million Europeans to discover the 
masterpieces of our diversity in special programmes at cinemas and 
on television, and that more than 30,000 schools will participate in 
Netd@ys. 

With a stable legislative environment, appropriate support to 
encourage the modernisation of the industry and the work of our 
creative artists and special events like Cinema Week, Europe is taking 
measures to help its audiovisual sector make progress and to 
safeguard our diversity. 

While Europe is bursting with talented creative artists, they still need 
to gain recognition outside of their country of origin. Obstacles of 
an economic, legal or cultural nature still stand in the way of free Viviane Reding 
movement of European works in the Union, whereas American films Member of the European Commission 
enjoy a broadly open market in Europe. responsible for education and culture. 



of European cinema 

Following in the footsteps of Amélie Poulain, the heroine of the f i lm by Jean-Pierre Jeunet who 

has already enchanted over 13 mil l ion viewers in Europe and 3 mil l ion in the United States, 

European f i lms enjoyed a fabulous year in 2001. This success, far from being isolated, gives added 

weight to a cul tural industry facing stiff competit ion from major Hollywood productions. 

W ith 920 million entrance tickets sold in 2001, cinema in the 
European Union has bounced back to attendance levels 
last reached in the early 1980s, the European Audiovisual 

Observatory reports. Even though cinema is a highly cyclical 
industry, subject to the vagaries of the economy and to public fads, 
this is good news. In 2001, four European films performed excep­
tionally well on most European markets, reaching the box office top 
20. While Bridget Jones' Diary, Amélie and The Others may be a bit 
isolated amongst the box office leaders, dominated by giant 
American productions like Harry Potter or The Lord of the Rings, the 
market share of American films has dropped for the first time in five 
years, from 73.7% in 2000 to around 66% in 2001. 

From a decline to a rebound 

The Hollywood dream factory produces a mixture of fascination and 
exasperation in analysts of the world of cinema. Pitting intellectual 
and arthouse films from Europe against American films overflowing 
with action, money and special effects, many denounce what they 
see as a trade war, imperialism and a cultural bulldozer all in one. 
From year to year, the deficit in the balance of services in the 
audiovisual sector between Europe and the United States has 
widened in favour of the US, reaching over € 8.2 billion in 2000 - a 
leap of 14% in one year. The earnings of American distributors in 

European cinemas amounted to $1.75 billion, leaving aside their 
take from the cassette and television markets ($2.89 and 4.38 billion 
respectively). In striking contrast, Europeans earned only $827 million 
in North America. 

The Europeans were nonetheless delighted by the cinema rebound all 
over Europe last year (French films accounted for 71 million entrance 
tickets, i.e., 41 % of the domestic market), and by the €50 million in 
earnings achieved by the top two films in the Spanish hit list (Los 
Otros, by Alejandro Amenabar and Torrente 2, by Santiago Segura) 
and even by Karl May's impressive 18% market share in Germany 
with Der Schuh des Manitu. The success of national films on their 
own markets explains part of the rebound, with a 27% increase in 
attendance over 2000. 

A European viewing market still to be conquered 

The circulation of European films on other European markets, outside 
their home country, remains the primary challenge. In 2000, 
European films sold 60 million tickets in the EU outside their own 
national markets. Estimates for 2001 project growth of 9%, not 
enough to allow them to benefit from the economies of scale offered 
by the European market. 
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American films are successful at filling cinemas thanks to the 

support of a well­organized distribution network, of which United 

International Pictures (UIP), distributors for the Hollywood studios 

active in 43 countries, is one of the most visible representatives. 

Meanwhile, the international career of European films, given the 

continent's cultural and linguistic differences, hangs on the sum of 

the decisions of distributors operating on the local level. This is the 

heart of the European Union's MEDIA programme: pooling these 

efforts and encouraging distribution campaigns throughout Europe. 

It is a fact that Europe suffers from a structural problem stemming 

from the absence of distributors operating spontaneously on a 

European scale. 

An uneven battle 

However, for the majority of European films the lack of visibility, for 

want of a sufficient promotional budget and large­scale distribution 

networks, still constitutes a tremendous handicap. While Hollywood 

spends over 30% of its budget on promotion, a European film often 

has to make do with an average of 3­6%. Peter Aalbaek Jensen, the 

Danish producer of the films of Lars von Trier and Thomas Vinterberg, 

confirmed this recently: 'An average production by our company has 

to get by with an international marketing budget of $50,000. In 

essence, it has to be fantastic enough to be able to stand on its own 

without a marketing budget.' 

A Europe­wide marketing concept, adapted to national situations by 

networks of national distributors and implementing consistent 

release and advertising plans, can nevertheless produce European 

hits. This was brilliantly demonstrated ­ by UIP! ­ with the release of 

Billy Elliot, a small­scale joint French and British production whose 

marketing campaign cost more than its total production costs ($4 

million). Targeting a young public through campaigns adapted to the The European renaissance 

different national markets, Billy Elliot attracted 12 million spectators 

in Europe and 4 million in the United States, earning over $100 

million ­ 25 times its production costs. 

For European films, with an average budget of € 4 million, the 

combat often seems unequal. While Jack Valenti, head of the Motion 

Picture Association of America, recently welcomed the lower cost 

of Hollywood films, these still average $47.7 million, apart from 

another $31 million for promotion and printing of copies alone. 

Over the last few years, Europe has distinguished itself by the 

number of films it has produced, even though the average budget 

remains inferior to that of American films. The challenge now is to 

combine the cultural approach of European cinema, respect for the 

diversity of talentsand the smaller­scale production and distribution 

structure with this determination to reach out to an increasingly 

wide public across Europe, a public looking for something different 

and eager to discover other people's tastes. This is the main issue for 

the European film industry and the challenge facing European and 

national public authorities. 

Entertainment: America's number one industry 
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Film is a cornerstone of the entertain­

ment industry, which is the driving force 

behind American growth. With turn­

over of $535.1 billion in 2001, this industry 

accounted for 5.4% of the GDP in the United 

Statesand registered annual growth of 7.2%. 

Contributing $89 billion to the country's 

balance of payments, it provides jobs for 

more than 4.7 million people (')■ This, as 

observed by Jack Valenti, head of the Motion 

Picture Association, 'represents far more than 

all the manufacturing industries, whether 

chemicals, industrial equipment, textiles, 

electronics or aeronautics'. 

■ ι e major Hollywood studios, whose films 

flood box offices, television sets and cassette 

players in more than 150 countries across the 

globe, dominate the industry. However, its 

leading market is still North America, which 

in 2001 experienced its 'best year in the 

history of film', with 1.5 billion tickets sold 

(up 5% over the previous year and 30% in 

ten years) and record earnings of $8.41 billion. 

This success stems partly from the world's 

highest rate of attendance, at 5.3 films a 

year per person, compared to 2.12 for the 

European Union. 

But the image of a flourishing industry does 

have its shadows: barely one film in ten is 

profitable on the American market alone, 

while 40% never break even. Moreover, in 

parallel with the studios' war machine, there 

does exist an independent film industry, whose 

most visible representatives are Scorsese, 

Allen, Jarmusch, Redford and others. They too 

have to put up a brave fight to make it to the 

screens. 

The US cinema also has certain worries, 

particularly with regard to guaranteed access 

to foreign markets. Hollywood is therefore 

engaging in tough negotiations with govern­

ments to open up the Chinese, Korean and 

East European markets. American film industry 

workers are dubious about the growing trend 

to shoot films in other countries, such as 

Canada and the United Kingdom, which 

offer tax breaks to American producers 

wishing to cut the astronomical costs of 

certain films. Thousands of local jobs are lost 

in the process. Finally, the studios have decla­

red war on piracy (
2
) and are demanding that 

Congress impose anti­copying systems in 

computers, DVDs and other digital players. 

(1) E. Siwek, Copyright Industries in the U.S. Economy. 

The 2002 Report can be downloaded from the following 

site: http://www.iipa.com/copyright_us_economy.html 

(2) Counterfeit copies arc said to cost Hollywood $3 billion 

a year, apart from losses resulting from piracy on the 

Internet (350,000 downloads a day!). 
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the Hollywood Goliath 

versus the Old World Davids 

■ H B iras 

Chris Marcich, 

Senior Vice­President and Managing 

Director, European office of MPA 

(Motion Picture Association). 

Luckas Vander Taelen, 

Member of the European Parliament, 

author of several reports on the European 

film industry. 

What do you think of the frequent oppo­ Why do European films have such a hard 

sition between the industrial concept of time travelling on their own market when 

film, said to prevail in the United States, American films manage to do it? 

and Europe's supposedly more artistic 

concept? 

Chris Marcich: This is a simplistic view. There 

are commercial and artistic elements in 

cinema on both sides of the Atlantic. Given 

the huge amount of money it takes to make 

a film nowadays, it is crucial to attract the 

general public. I think that European fi lm­

makers are increasingly turning to inter­

national audiences and are less inclined to 

see films as art for art's sake. 

Luckas Vander Taelen: Even in American 

cinema, there are many films that are part 

of the world's cinematographic heritage. 

Whether European or American, cinema must 

not be placed in shackles. I cannot accept 

seeing European cinema reduced to arthouse 

films, which would be tantamount to leaving 

a clear field for American films. But it would 

be equally disastrous to lose the artistic side 

that is our strength. In Europe, we dare to 

make films that Hollywood would never dare 

make, such as the magnificent Hable con ella 

by Pedro Almodovar. Europe's problem is 

structural and financial; the European film 

industry labours under a permanent handicap 

because it lacks means to develop, produce 

and promote films with the financial 

strength of the American studios. 

Chris Marcieh: European films based on 

universal themes travel beyond their own 

borders quite successfully. Let me give you a 

few recent examples: Astérix, Amélie, Bridget 

Jones and La vita è bella. 

Luckas Vander Taelen: This is not simply a 

question of quality or of universal themes. 

There is just no escaping the financial pro­

blem. Without the support of an American 

studio like Miramax, La vita è bella would 

never have performed as well as it did. With 

more marketing, European cinema would be 

perceived differently by the public. How 

many European films never reach the 

cinema's because the public does not demand 

them, because the distributor does not see 

them, or because the press does not review 

them? 

If we could prepare the ground three to six 

months before the release of a film, we could 

compete with the Americans professionally. 

What is missing in Europe is a major 

exchange like the one in Las Vegas, where 

cinema operators, distributors and the press 

can see new productions. This is the first link 

in the chain. 



Does European cinema have anything to Should Europe develop a more coherent 
learn from the American model or does it and voluntarist approach in its support for 
need to develop its own specific model? cinema? 

Chris Marcich: Far be it from me to make Chris Marcich: The context differs from 
recommendations in favour of following the 
'American model', but there are aspects that 
could be taken into consideration. For 
instance, facilitating producers' capacity to 
acquire, for fair remuneration, all the rights 
necessary for effective international distri­
bution of the work. 

Luckas Vander Taelen: I have great respect 
for American cinema and admiration for the 
professionalism of those who make it work, 
with their mastery of every aspect of film 
production and marketing. Without wishing 
to imitate it or to lose our identity, I think we 
Europeans need to be more professional in 
the way we address cinema, considering it a 
group effort. There is no disgrace in working 
from the start of a project with a producer, a 
director, a scriptwriter and a marketing spe­
cialist, without any one party having sacro­
sanct rights over the end product... 

one country to another, making a blanket 
approach to support for cinema difficult, 
even though there is already a single approach 
to some degree with the EU's MEDIA pro­
gramme. Thought could be given to addressing 
the structural and legal barriers to the free 
movement of films beyond their national 
borders. Why is it so difficult to acquire the 
necessary rights? It would also be useful to 
facilitate the dubbing of European films at 
least in the major European languages. 

Luckas Vander Taelen: My main criticism of 
the MEDIA programme - which I appreciate 
tremendously, I might add - is the low level 
of resources allocated in Europe to an 
industry seen by the Americans as a leader. 
They know perfectly well that cinema exists 
everywhere in today's world. What is 
absolutely absurd is to see Europe spending 
more money on its tobacco farmers! The 
MEDIA plan should have a financial element, 
notably for production: the European Union 
could act as guarantor, with the European 
Investment Bank, for investors hesitant to 
inject funds into European cinema. 



Continually evolving, cinema has gone from silent f i lms to 'talkies', from black and white to 

colour, from the studio to outdoor shooting, and wi l l soon be switching from analogue to digital 

technology. The technology in question is no new phenomenon for the f i lm industry. The entire 

sound chain and ¡mage post-production were converted to the information technologies more 

than a decade ago. Now, with the development of digital cameras and projectors, it is the turn of 

shooting and distribution to go digital. 

The digital revolution comes to cinema 

D ancerin the Dark by Lars Von Trier will go down in the history 
of cinema as the first film shot without film to win the 
Golden Palm at the Cannes Festival. Nowadays, films are being 

shot with DV cameras (digital video cameras) the world over. Digital 
is taking hold at every step of the process, production means 
are changing hands and the very rules of film-making are being 
shaken up. 

This technology unifies the film production chain, making it possible 
to have an original image in digital form and the unlimited settings 
of digital calibration without having to scan the entire film, as was 
done with Le pacte des loups and Amélie. 

Will digital cinema replace good old traditional cinema? There is 
likely to be a transitional phase, which is only now getting under 
way. However, this transition is already marked by several important 
milestones: the shooting of Star Wars 2 in digital and the opening 
of some dozen or so digi-projection cinemas (i.e. without film) 
worldwide. 

In time, cinemas themselves are expected to switch to digital. But 
projection equipment is 10 times as costly as 35 mm equipment and 
cinema operators are hesitant to invest such huge amounts. 

'Digital cinema must have a reasonable cost, be economically viable 
and include reliable safeguards against piracy. At the same time, if 
digital cinema is to keep its promises, it must fulfil filmmakers' 
aesthetic expectations' , observes a representative of Kodak, a firm 
actively involved in the process of digitalising cinemas. 

Digital cinema is a key issue for Europe. According to Viviane Reding, 
European Commissioner responsible for education and culture, the 
question of standards is a priority.'It is a matter of guaranteeing that 
Europe will not end up with standards developed unilaterally across 
the Atlantic. This would put its industry at a disadvantage for these 
new developments, which offer tremendous opportunities, but which 
do entail certain risks. We intend to adopt an approach similar to 
that used very successfully In the area of digital television: 
combining financial support measures with encouragement for the 
organisation of cooperation schemes by industry.' 

Initiatives offering support for digital cinema include pilot projects 
developed under the MEDIA Plus programme and the financing of 
research within the framework of EU Research and Technological 
Development activities. 

o 
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bringing European cinema 

closer to a European public 

Θ 
The MEDIA Plus programme, implemented by the European Commission's Directorate­General for 

Education and Culture, intervenes at different stages of the conception of a film, from writing of the 

screenplay to distribution, with particular importance attached to distribution. 

In less than a year, the film by the Belgian­Bosnian director Danis 

Tanovic, No Man's Land, has amassed a wealth of awards: best 

scenario in Cannes, Golden Globe from the foreign press in 

Hollywood, Caesar for the best film in Paris, Oscar for the best 

foreign film in Los Angeles and, most recently, the MEDIA 2002 Prize 

(see page 11). This first feature film by a young European director, 

unanimously praised by critics, received distribution assistance from 

the MEDIA Plus programme. The success of Tanovic's film is no isola­

ted case. At the presentation of the Caesar awards in Paris, five of 

the winning films had received distribution support from MEDIA: 

Amélie, La pianiste, No Man's Land, Le pacte des loups and ¿e Peuple 

migrateur. In 2000, Lars Von Trier's Dancerin the Dark, winner of the 

Golden Palm at the Cannes Festival, had also received support from 

the European Union's MEDIA programme, both for develop­

ment and for distribution. 

Frédéric Fonteyne, director of Une liaison pornographique and 

winner of the MEDIA 2001 Prize, acknowledges that without help 

from Europe, he might not have made films at all. 'If the European 

aid did not exist, I would go cycling, play ping­pong or do tap­

dancing, but certainly not make films. This co­production system 

enables us not only to hold our own against the Americans, but to 

create another market, with its own public.' 

On every front 

MEDIA Plus support can be granted to whole catalogues of projects 

or to one project at a time. The amount of aid generally does not 

exceed 50% of the development budget (writing, finding partners, 

establishing financing, marketing and distribution plans, and so on). 

When the development of a project is co­financed by MEDIA Plus 

and the film goes into production, the recipient is obliged to 

reinvest the same amount in the development of one or more 

production projects. 

To strengthen production capacity even further, it is also important 

to encourage the development of European training centres, to 

enable professionals in the audiovisual industry to increase their 



skills on the international market. MEDIA Training is based on close 
cooperation and the sharing of know-how by different partners 
involved in training: film and television schools, specialised training 
centres, production and distribution companies and the like. 

Most importantly, the MEDIA programme spends 60% of its funding 
on the distribution of European audiovisual works and films in 
cinemas, on video, in digital recordings and on television. Aid is also 
provided for the creation of cinema networks active in promoting 
European films and organising festivals (70 a year). 

In its promotion and distribution support for the 2001-2005 
programming period, MEDIA attaches particular importance to 
developing the potential of countries or regions with low production 
capacities and/or relatively small linguistic and geographical areas. 
Belgian film-maker Marion Hansel, who directed Clouds, was able to 
release it in four different language versions thanks to support from 
the MEDIA programme. For Jan Rastelli, who operates cinemas in 
Leuven (Belgium), there is a real need for promotion. 'Cinema is not 
a question of nationality. My experience convinces me that there is 
a future for a cinema of regions and cultures, but the public still has 
to find out that it exists.' 

European audiovisual 
policy: 
a responsibility of the EU 

This observation motivated the Commission to finance the net­
working of European first-release cinemas to give them an incentive 
(') to programme non-national European films. 

Distribution is fundamental for enhancing the value of European 
works. Thanks to MEDIA, the proportion of European films shown 
outside their country of origin rose from less than 14% in 1996 to 
more than 22% in 1999, and over 60% of European films distributed 
in countries other than the country of production receive support 
from the programme. This figure is all the more eloquent considering 
that in 2001 the distribution support system enabled 111 distributors 
from 11 countries to generate earnings of € 12 million from ticket 
sales for European films in 2000. 

Contact 
Nils Koch 
Directorate-General for Education and Culture 
Fax: (32-2) 299 92 14 
E-mail: Nils.Koch@cec.eu.int 
Internet site: 
http://europa.eu.int/comm/avpolicy/media/index_fr.html 

EU audiovisual policy, under the responsibility of Viviane Reding 
and the Directorate-General for Education and Culture, is based 
on regulations and financial instruments. In a matter of just a few 
years, this policy has gained a firm footing both internally, with 
the Television without Frontiers Directive - one objective of which 
is the promotion of a European audiovisual industry - , the MEDIA 
Plus programme and the intervention of the European Investment 
Bank, and externally, with its position in WTO negotiations based 
on respect for cultural diversity and enhanced audiovisual 
cooperation with third countries. 

Finally, the EU conducts a European competition policy that takes 
account of the specific nature of the audiovisual sector and 
recognises the merit of aid schemes for cinematographic and 
audiovisual creation, as well as the legitimacy of public television 
services. 

o 

Who does what at the Directorate-General 
for Education and Culture? 

Director-General: 
Nikolaus VAN DER PAS 

Director for Culture, Audiovisual Policy and Sport: 
Jean-Michel BAER 

Head of Unit, Audiovisual Policy: 
Jean-Eric de COCKBORNE 

Head of Unit, Support for Audiovisual Content (Media) 
Jacques DELMOLY 

(l)This support is available for distributors provided it is reinvested within two years in 
the coproduction or distribution of non-national European films. 
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with Nathalie Baye and Sergi Lopez, was seen by nearly 900,000 

people in Europe, an impressive score for this Belgian, 

Luxembourgeois, French and Swiss co­production. It was distributed, 

with the support of the MEDIA programme, in 12 countries in 

addition to the four involved in its production. 'This film was expected 

to do well on the French market, but in fact the opposite happened. 

It was very successful in every European country, except for the eo­

producer countries', observed Frédéric Fonteyne, delighted that such 

a simple film, dealing with feelings and emotions, could win over 

such a large public. 

The MEDIA Prize is now in its third year. Its purpose is not so 

much to promote tomorrow's stars as to put the spotlight on 

talented young directors capable of touching the public's 

emotions, after years of work often accomplished in the shadows. 

Danis Tanovic was thus rewarded for his first feature­length fiction. 

His film won the Best Scenario Award at the Cannes Festival, not only 

as a result of his talent and training at the Sarajevo Film Academy 

and at INSAS in Belgium, but also because of his experience in the 

Bosnian army. Placed in charge of the army's film archives, he was 

able to shoot a number of documentaries on the front lines. 

The first two MEDIA prizes went to Damien O'Donnell for £osf is East 

(2000) and to Frédéric Fonteyne for Une liaison pornographique (2001). 

Damien O'Donnell, the young Irish director of East is East, was 

already a laureate of the Directors' Fortnight at the Cannes Festival 

before receiving this European award. His first feature film, ^s 

developed by British production companies, relates in a humorous 

vein the life and generation gaps of a Pakistani family living in a Contact 

small town in northern England in the early 1970s. East is East Elena Braun 

received support from the MEDIA programme both for development European Commission 

and for distribution. It was released in 10 European countries outside Directorate­General for Education and Culture 

the United Kingdom. Fax: (32­2) 299 92 14 

E­mail: Elena.Braun@cec.eu.int 

In 2001, the MEDIA Prize was awarded to a film that had already Internetsite: 

been seen by a huge number of viewers. Une liaison pornographique, http://europa.eu.int/comm/avpolicy/media/index_fr.html 



From 15 to 2L·, November 2002, Europe will cele­

brate its cinema heritage and, in parallel, 

Netdfdys will explore cinematographic, photo­

graphic and digital images. CinEdOys Europe 

2002 will present two large­scale projects 

to give young Europeans a rare opportunity 

of acquainting themselves with European 

images. A week is doubtless too short 

a time to get a real taste of Europe's 

impressive cinematographic heritage, 

given the scope and diversity of works 

produced on this continent since the 1950s. 

Perhaps CinEdOys is best described as a 

foretaste... likely to delight youthful viewers 

whatever their age. CinEdOys 2002: 

a week focused on European cinema 

and images 

Launched by the European Comm 

this year, this inaugural version wi 

enable young people in particular to 

discover films that are no longer in circu­

lation. According to its developers, it will pro­

vide an opportunity to share not only 

emotions, but also ideas both on European 

cinematographic creation and, more broadly, 

on the meaning of images in a society where 

they now represent the primary vector of 

information and knowledge. 

This European week will involve both public 

and private partners, from film archives to 

certain television channels, in an effort to 

reach the largest possible number of viewers, 

especially pupils and students, its objective 

also being educational. Some 50 European 

towns and cities will present a selection of 

films, using a variety of approaches, through 

the 'Europa Cinemas' network (some 900 

cinemas showing a majority of European 

films), which enjoys the support of the 

MEDIA Plus programme, or the European 

network of film archives (ECA). Big names in 

the film world are acting as patrons of the 

initiative, including Spanish director Pedro 

Almodovar. 

'We have encouraged other European film 

archives to make a special effort to present 

European cinema to young people, especially 

the classics no longer being shown', explains 

Emmanuelle De Schrevel, of the Cinémathèque 

royale de Belgique (whose director, Gabrielle 

Claes, chairs the ECA). These are films that 

many young people have never had a chance 

to see because they date from the '50s, '60s 

or '70s, and are no longer in circulation. Yet 

these works are part of the continent's cultural 

diversity and history. 

ms for catching 

attention of young people, whose age 

range may vary, moreover, from one screening 

to the next. 'They can be reached through 

schools, youth movements or all sorts of 

actions' , observes Emmanuelle De Schrevel. 

'Some film archives, for example, have highly 

structured screening schedules that they will 

adapt to our programme. Others can organise 

a long weekend. If schools are part of the 

target public, afternoon sessions will be 

planned.' 

The event will last from 15 to 24 November, 

overlapping with Netd@ys, being held from 

18 to 24 November. This timing is no coinci­

dence: Netd@ys 2002 will focus on ¡mages, 

including those traditionally projected onto 

screens. 'We have a network of national cor­

respondents in the Member States and in 

Australia, Brazil, Canada, Israel and Switzer­

land. They have been mobilised to deal with 

this year's theme of images, which includes 

not only cinema but also photography, video 

and digital ¡mages', explains Loïc Bestard, a 

member of the Netd@ys team. 'The ties with 

the Cinema Heritage Week can take the form 

of online discussions with cinema professio­

nals (directors and others), contests, quizzes 

and so on. We shall try to stimulate creativity 

by inviting participants to make short films 

using digital technology. We hope in this way 

to get young people to give real thought to 

the importance of images.' Indeed, Netd@ys 

is based on a process linking discovery, under­

standing and action ('watch it, read it, make 

it'). In other words, the project will show 

youngsters images and teach them how to 

decode them and understand the messages 

they carry, so that they can then create new 

images themselves. 

n contrast with Netd@ys, initiated in 1997 

(and which registered more than 300 projects 

last year), the European Cinema Heritage 

Week is being inaugurated this year. Its 

organisers hope this will be the first of a 

long­lived annual event for budding and 

confirmed film lovers alike. 
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The EIB lends a hand 

The European Investment Bank (EIB) is making an estimated € 500 
million available to the European cinema and audiovisual industry. 
This invaluable aid will be used to help respond to the challenges 
facing creation in Europe: competitiveness, development of 
transnational initiatives, participation of banks and adaptation to 
the digital age. 

In 2001, the EIB and the European Commission announced plans to 
develop cooperation. With their respective Initiatives, ¡2i-
audiovisual (around € 500 million) and the MEDIA Plus programme 
(€400 million), the EIB and the Commission allocate around 
€ 1 billion to the audiovisual industry. The two institutions are thus 
responding to the sizeable needs of the cinema sector in terms of 
financing small and medium-sized audiovisual enterprises. This 
commitment reflects the willingness of the EIB and its chairman 
Philippe Maystadt to take risks, as investment in the audiovisual 
sector has little in common with a conventionally prudent approach 
to investment. 

In concrete terms, four lines of action have been set in place: 

• To finance small and medium-sized enterprises (SMEs) involved 
in audiovisual creation or technologies and subcontractors in this 
sector, as well as audiovisual distribution firms and cinema 
operators, the EIB is making credit lines (or 'global loans') available 
in certain specialised banks. 

• Large private or public television, audiovisual production or 
distribution groups can also receive EIB assistance for investments 
in infrastructure (studios, digital installations, broadcasting stations, 
etc.) or creation (production of film 'bouquets', distribution of 
works or catalogues). This action takes the form of structured 
financing with reimbursement conditions partially tied to the 
success of the financed projects. The support has two objectives: to 
compensate for certain industrial weaknesses in the sector 
compared to global competitors and to create activities with a 
positive impact on the numerous SME subcontractors. 

• The EIB is also conducting actions jointly with the European 
Commission in support of cultural creation or development of the 
audiovisual industry, with the goal of guaranteeing greater 
complementarity between its banking resources and the 
Community subsidies of the MEDIA Plus programme. 

• Finally, the EIB is acquiring shares in venture capital funds 
specialised in the creative and other industries. 

Commenting on these decisions in December 2000, at the signature 
of the agreement between the EIB and the European Commission, 
Philippe Maystadt highlighted the importance of guaranteeing the 
future of the European audiovisual industry: 'Europe must assume 
its rightful place in the audiovisual industry. For cultural and 
economic reasons alike, it is essential to offer appropriate financing 
to European creators.' 

© 

A dozen contracts already signed 

The ¡2i-audiovisual programme, with 
resources of €500 million for loans and 
share acquisitions in venture capital 

funds over the next three years, is part and 
parcel of the Innovation 2000 initiative. 
Comprising both industrial and cultural 
measures, ¡2i-audiovisual aims to support 
the volume of activity, strengthen the 
financial stability of Europe's small and 
large audiovisual firms and favour their 
pan-European dimension. It is doing this 
just when the imbalance between the 
United States and Europe risks being 
accentuated with the introduction of digital 
technology. The EIB intervenes on venture 
capital markets through the European 
Investment Fund. 

Since being launched, i2i-audiovisual has 
already resulted in the signature of a dozen 
contracts worth a total of €407.7 million. 
Danish public radio and television will be 
modernising their production installations; 
the Spanish firm Retevision has extended its 
cable network and funds have been 
allocated to production projects and the 
adaptation of Italian cinemas to digital 
technology. Several venture capital funds 
investing in the audiovisual industry, 
notably in the creation of content and 
multimedia products, are also beneficiaries 
of ¡2i-audiovisual funding. 
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