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Abstract 

 

The thesis aims at understanding how a Danish film production company should modify its 

business model in order to adapt to a transforming environment. Technological innovation, 

combined with innovated business models of distribution companies, has radically changed the 

way in which the audience consumes films. As a matter of fact, in the last decade there was a shift 

from physical DVDs to digital video on demand services, which completely revolutionized the film 

industry, also affecting the business of traditional TV broadcasters.  

We conducted a case study on the company Nordisk Film A/S in order to understand how certain 

aspects of the business model of a movie production company should be adapted in order to 

successfully operate in the new environment. Theories on the Business Model Canvas and on the 

Long Tail strategy were used as a framework to conduct our study.  

We collected qualitative data through semi-structured interviews at Nordisk Film managers and 

producers; three managers of other Danish film production companies were also interviewed to 

support the data collected at Nordisk Film. Through the analysis of the data collected, we 

discovered that film production companies should strategically change their B2B customers and 

we identified in which kind of companies they should focus their sales.  

An opportunity offered by the new digital environment is that production companies now can 

improve their direct relationship with the audience. They can better communicate with them, adapt 

the content to satisfy a shift in tastes and sell directly to them by creating a digital platform. We 

also analyzed how the cost structure and revenue streams are affected. Furthermore, we discovered 

that production companies should take advantage of technological innovation in order to increase 

their profits in the long tail. Finally, we used the AVAC framework in order to verify the 

effectiveness of the new strategy and changed business model. 
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01 INTRODUCTION  

 

1.1 Background 

 

Today the public can enjoy movies and TV series on smart TVs, but also on phones or tablets, even 

while traveling. People can simply access an online platform to which they have subscribed and 

discover an extensive list of movies available for them to watch. This modality of consuming 

movies and TV series is now the most common and widespread around Europe (Cabrera Blázquez 

et al., 2019).  

Fifteen years ago, the way in which the audiences were consuming films was substantially 

different. Following a premiere and a period of theatrical screenings, movies were largely 

consumed at home through the use of DVDs and offered by traditional broadcasting channels. The 

shift from physical to digital and the development of video on demand (VOD) services clearly had 

a considerable impact not only on final consumers, but also on all the companies working at the 

different stages of the value chain of the industry.  

From when the VOD services began gaining popularity, the movie production and distribution 

companies had to transform their business models in order to adapt to this change (Curtin et al., 

2014). The aforementioned topic is what aroused our interest. We wanted to investigate how the 

companies in the film industry were affected by the digital revolution and by the radical 

transformation in how movies are consumed.  

More specifically, the research aims at discovering how some elements of a movie production 

company’s strategy should be adapted in order to keep producing and selling in the new 

environment. This means to identify the actions that would enable the company to take advantage 

of the opportunities and overcome the threats brought by technological innovation. Film production 

companies can develop their direct relationship with the audience and they can earn profits in the 

long tail with movies that are not ‘blockbusters’ (Benner & Waldfogel, 2020). These are some 

examples of changes that film production companies should perform to take advantage of the 

opportunities offered by new technologies and by the innovated business models of distributors 

and the other participants in the industry. 
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The Danish film production company Nordisk Film is used as a case study with the purpose of 

answering the research question. Nordisk Film has been uninterruptedly producing movies since 

1906 and represents a noteworthy example of a company that was able to succeed in the industry 

for such a long period of time. The company is a leader in the production and distribution of movies 

in the Scandinavian market. The data collected by Nordisk Film employees are combined with data 

from managers of other Danish film production companies.  

  

1.2 Problem Identification 

  

When beginning a research project, it is crucial to have interest and curiosity in the topic that will 

be investigated (White, 2009). As a result of our studies in Management of Creative Business 

Processes, a project with a film production company, a research on film festivals and an internship 

job for a film festival we were able to become closer to the movie industry and gain some expertise 

on it. One theme that was often discussed in the conversation with professionals of the industry 

was the drastic effects that digitalization had on the industry in the past decade and that is still 

having at the moment.  

Driven by curiosity, we were willing to understand what are the main consequences of this and 

how companies can strategically react to take advantage of digital innovation and not be forced out 

of the market. At that point, we started asking more focused questions on the topic and talking to 

various industry experts. Employees were confirming the hypothesis that companies should 

implement some new strategies in order to keep succeeding. Furthermore, they were explaining us 

who were the most affected companies and which part of their strategy required a more drastic 

transformation. At that moment, we began studying the theories that were supporting and enriching 

our initial question and we started conducting more structured interviews. 
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1.3 Problem Formulation 

  

The research question defines the structure of the overall research and provides the guidelines that 

will be followed throughout the research process (Kross & Giust, 2019).  The effort in defining the 

research question can be itself a fundamental activity that allows the researchers to gather 

information on the topic and study previous theories and the ongoing academic conversation. 

The research question evolved throughout the process; the more information we gained the more 

accurately we were able to determine the appropriate question that would guide us forward. 

Interviews are a practical efficient tool to test the effectiveness of the research question (Kross & 

Giust, 2019). Even if it is true that while conducting our research we never had the necessity to 

drastically change the initial inquiry, the precise formulation of the research question and the 

definition of the sub-questions was an ongoing process. This occurred because, throughout the data 

collection, we were gaining insights that were disclosing additional potential problems and giving 

us the opportunity to discover aspects that were unrevealed until then.   

  

The research question that we aim to answer with this thesis and that guided us throughout the 

entire process is the following: 

 

 

 

Below there are the research sub-questions that help understanding which specific aspects of the 

topic were studied and developed: 

  

 How should the company strategically change its customers? 

 

 How can the company better build a relationship with its audience? 

 

How should a Danish film production company change its business model in the era of 

digital consumption of films? 
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 How do the revenue streams and the cost structure transform?  

 

 How can the company make profits in the long tail business? 

 

 How should the company evaluate its innovative activities? 

  

As in the research question, all the sub-questions refer to the times when audiences changed the 

way in which they consume movies. These times of transitions started when the first online 

streaming services were launched in Denmark and will continue in the near future. 

  

1.4 Delimitations 

  

The focus of the thesis is on certain areas of the Business Model Canvas. The purpose of the paper 

is to illustrate the areas that should evolve the most. The remaining areas also need adaptation and 

this could be a valuable subject for future research. Furthermore, as shown in the research question, 

we studied a company in the Danish environment. There are some elements of the Danish market, 

as the amount of public funding, that are peculiar to the region. Even if we aim at studying 

companies in that particular market it would be relevant to compare our findings with research 

conducted in other areas of the world and understand the common aspects, but also the main 

differences. 

There are numerous aspects of a company’s overall strategy that should be adapted often, it is 

beyond the scope of this thesis to study all of them. The research does not have the goal to analyse 

in depth all the elements of the business environment and competition. These topics could be 

studied in further researches as well. We focused on the topics that our data revealed to be more 

relevant in this context. More specifically we went more in depth with the following elements of 

the business model: customer segments, customer relationships, revenue streams and cost structure; 

how to make profits in the long tail and the AVAC framework to verify the effectiveness of the 

strategic changes.     
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1.5 Choice of methods 

 

The choice of performing a case study for the thesis was motivated by the fact that, through this 

method, we could conduct the research in a real-life setting. Other method of research would 

probably not have been able to provide us with the same practical answers. We focused mainly on 

one company in order to go more in depth with the analysis of their business. A smaller amount of 

data gathered from a large variety of different companies would not have enabled us to deeply 

understand the mechanisms behind a film production company’s strategy. 

The data collected are mainly qualitative data; the reason for this choice is that we were interested 

in understanding the more general strategic vision of companies’ executives and producers. 

Furthermore, we aimed at discovering which actions they implemented and which ones they were 

planning on implementing in the future. This, combined with the desire of generalizability of our 

research, made qualitative data the preferred option. 

The other aspects of the methodology as the research philosophy, the approach and the data 

collection will be explained in detail in the next chapter.   

  

1.6 Choice of Theory  

 

Theory was used to establish the appropriate topic of research and research question, but also as 

the ground for preparing the interviews and the collection of qualitative data. While acquiring 

information from our interviewees, we were always keeping in mind the structure of the academic 

papers that we believed were guiding us through the right data collection process.  

Furthermore, this approach and the search for theory has never stopped also in later stages of the 

research, the theories always offered us new angles and perspectives for our investigation. The 

papers that we were studying would often direct us to new aspects to consider while collecting the 

data.  Moreover, thanks to a broader and clearer vision about our inquiry and the set of information 

gathered from the company we were able to spot more easily the pertinent theory. 

In this research, the theories are often used as a framework to study some important changes in 

film production companies' strategy. The Business Model Canvas framework was the first one used 



12 

 

in the research. Osterwalder & Pigneur’s (2010) model was truly appropriate for our goal of 

understanding in which way some aspects of the company’s business model should be transformed. 

Literature on long tail strategies also deeply supported the research; we began considering those 

theories within the data collection process because we discovered from the first interviews that it 

represented an extremely relevant aspect of our inquiry. The ability of making profits in the long 

tail was another critical adaptation of the business model as a consequence of the technological 

change.  

1.7 Definitions  

 

There are a number of acronyms that will be often utilized throughout the research. They indicate 

the different new ways of consuming movies digitally. Below, there is the definition of each of 

them as explained by the European Audiovisual Observatory in the report for the European 

Commission (Grece, 2014).  

 

VOD (Video on Demand): All the services that let the audience view a catalogue of movies or 

other audiovisual content on demand. All the following services explained below are VOD 

services. 

 

SVOD (Subscription Video on Demand): Audiences subscribe to the service in exchange for a fee 

paid periodically that guarantees them access to a whole catalogue of content that they can watch 

on demand.  

 

TVOD (Transactional Video on Demand): Through these services customers can buy or rent a 

single title. The content can be accessed through the platform and cannot be downloaded.  

 

EST (Electronic Sell-through): As in TVOD, the audience can purchase or rent content; however, 

through EST people can download the file on their device.  
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1.8 Nordisk Film A/S 

 

In this section we will present the company Nordisk Film; all the information is retrieved from the 

company’s website and Egmont's Annual Reports (www.nordiskfilm.com; Egmont Fonden Annual 

Reports, 2015, 2019).  

Nordisk Film was founded by the entrepreneur Ole Olsen in 1906 in Valby and, at the time, it was 

one of the first film companies in the world. Nordisk Film is today a leading entertainment 

company in the Nordics, producing and distributing award winning blockbuster films, owning 

cinemas in Denmark, Norway and Sweden. The company has a diversified portfolio of businesses 

and it is also active in the gaming industry. 

As for the distribution department, it partners up with several leading international companies, such 

as Lionsgate, Participant, Amblin Partners and 20th Century Fox, as well as local production 

companies, such as Zentropa, Drive Studios, Maipo Film, Fantefilm, Solar Films and ShortCut 

Oslo. They also have partnerships with all the leading broadcasters, telecommunication companies 

and digital platforms. 

They have a strong business-oriented approach in the Nordics, with experienced local teams, 

audience data setup providing insights regarding attitudes, behaviours and tastes of consumers in 

Scandinavia. Moreover, they strongly focalize their work on digital marketing tools for maximizing 

the return on their marketing investments. 

By making its own productions and entering creative alliances with local partners, Nordisk Film 

created a catalogue of films and series containing 3000 titles, the biggest in the Nordics. Recently, 

the company made available part of its catalogue via digital sales channels: Nordisk Film +, which 

is a streaming service connected in Denmark to YouSee and in Norway to Get; Dansk Filmskat, a 

streaming service focused on Danish classic films; and Min Bio, for children’s content. 

In 1992, Nordisk Film was acquired by Egmont, a Nordic media group, and in recent years the firm 

was able to increase revenues and expand its activities within the film industry and beyond. It also 

operates in other fields like computer games, digital gifting and digital advertising. In 2019, 

Nordisk Film reached 541 million euros of revenues and 34 million euros of operating profits. 

 



14 

 

1.9 Structure 
 

Figure 1 shows how the thesis is organized with a brief summary of the content of each chapter. 

The chapters of the research are: Introduction, Methodology, Theory, Situation, Analysis, 

Discussion, and Conclusion. 

 

 

Figure 1, Structure of the paper 
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02 METHODOLOGY 

 

The purpose of this section is to illustrate the way in which the research was conducted explaining 

the approaches and methods that were used throughout the whole research process. Before 

describing the modality of data collection and analysis, that represents the core of the methodology, 

it is important to outline the paradigm that delineates the research (Saunders, 2006). This will be 

done by explaining the research philosophy, the research approach and the research design. Only 

after those subsections we will illustrate the choices in data collection and analysis. This order 

follows the logical path of the research process going from the more general framework until the 

more detailed aspects and practical executions. For each of those sections we will explain the 

rationale of the choices made and the techniques used in the different steps of the process. 

  

2.1 Research philosophy  

  

The research philosophy is the first and more general aspect considered when going through the 

research methodology. It is strongly related to the nature and the evolution of knowledge and the 

researcher’s view of the world (Saunders, 2006). It is of particular importance also because of the 

strong link of the research philosophy with the practical aspects of the research process. We 

developed the research following a pragmatic approach, this method allowed us to reach our 

findings shaping the totality of the research process.  

One of the main philosophers that defined pragmatism as a method is John Dewey. He taught that 

uncertainty and perplexed situations are natural parts of the environment and it is fundamental to 

find and formulate the right inquiry in order to find a way to resolve it (Alexander, 1998). In our 

research we constantly work on defining as precisely as possible what the problem is, adapting it 

throughout the process. Only in this way we have the ground to provide an accurate answer to our 

main investigation. Furthermore, we formulated our inquiry by observing the practical mechanisms 

that occur in the field studied.  

There is often a debate around the choice of a positivist and an interpretivist philosophy. The 

positivist philosophy only considers observable, quantifiable, objective data as reliable; on the 
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other side the interpretivists does not seek generalization acknowledging the complexity of the 

world and gives importance to social interactions and qualitative data (Saunders, 2006). Pragmatist 

researchers consider unrealistic a choice between those approaches, they think that it is the research 

question that determines the philosophy and that a combination of both the philosophies is totally 

acceptable (ibid.).  

Through a pragmatist approach, researchers often seek to solve practical problems utilizing the 

beliefs and methods that are more appropriate for reaching their goal (Kaushik & Walsh, 2019). In 

our research we used the methods that we considered more pertinent to solve the practical matter 

in our research question. It will be shown later that even if our research is a case study we also 

included data from other companies and studied the quantitative data of the industry.  

  

2.2 Research approach  

  

Another key concept that characterizes the research is abduction. The abductive approach was 

introduced by another pragmatist philosopher, Charles Sanders Peirce; this approach was also 

supported by many researchers in the following years and it is widely utilized in contemporary 

research.  

Abductions consist of a creative process that enables to produce hypotheses after noticing some 

surprising evidence coming from empirical observation (Timmermans, 2012). The surprising 

factor is something that should not be present according to the pre-existing theories and knowledge 

(Swedberg, 2016). This process is particularly useful in exploratory research in which the 

surprising elements are utilized to form the hypothesis. The researcher ‘abducts’ some of the 

possible hypotheses and verifies if they can be confirmed; there is no need to analyze all the 

possibilities, but the investigator chooses the ones that he or she retains more reasonable (Yu, 

1994). The reason why in many cases abduction should be used is that the other two main 

approaches of generating new theory, that are deduction and induction, could result incomplete if 

used independently. 

In a deductive process a pre-existing theory or rule is either confirmed or disproved (ibid.), 

therefore it begins from a theory that is subsequently empirically tested through the use of 
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quantitative data.  One of the reasons why this approach has an important limitation is that it does 

not produce new theory, but it merely verifies or falsifies existing one (Yu, 1994). On the other 

hand, an inductive approach follows the opposite path, which is a bottom-up method that starts 

from observation and, after the identification of a pattern in the data observed, reaches a general 

conclusion (Woo et al, 2017).  

One limitation of this approach is that it may produce general empirical laws but not theoretical 

laws. Another critical problem with induction is that in some cases new evidence might keep 

appearing with time or in other cases the empirical evidence is already composed of infinite 

elements; this makes it impossible to conduct research on all of them and generate theory (Yu, 

1994). In these cases, there is always the possibility of an element not yet analyzed that might 

disprove it.    

The main way of generating our hypothesis and conducting our research was dictated by an 

abductive approach for the reasons explained above. However, the other two approaches were also 

used. As a matter of fact, a combination of the different approaches can be optimal. Inductive-

exploratory approaches should be used for acquiring new knowledge, the abductive approach is 

used to develop explanations and theories and a deductive approach could be used to verify those 

theories (Woo et al, 2017). 

Our research started with an empirical observation of the environment. From some peculiar aspects 

that we noticed related to the rapid changes happening in the last two decades, we began elaborating 

our hypothesis. In the following lines, there is a more detailed description of how this abductive 

exploratory research process started and how our initial investigation developed following the 

principles explained above. 

Being ourselves consumers of films for many years we observed the drastic changes that began 

around 2007 in the way in which movies are watched. Consumers like us went from buying DVDs 

to streaming movies online through personal computers or in more recent years smart TVs. During 

our studies in business administration and creative industries, we researched and worked in the 

field of film festivals. Peirce's idea of abduction assumes that there is knowledge of the theories 

related to the analysis that enables to discover the anomalous and surprising element (Timmermans, 

2012). These studies and work brought us closer to the industry and we began developing our initial 
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inquiry on how these changes in consumption were radically affecting the businesses working with 

movie production and distribution.  

After the discovery of this unusual element, we began a more targeted investigation approaching 

experts and active participants in the movie industry and explaining to them our interrogations and 

perplexities. During this stage the issue was becoming more and more clear: there were some 

important strategic changes that companies in the sector should implement in order to adapt to this 

revolution. At the same time, we were also reading and studying the preexisting theory on the topic. 

This on one side led us to improve our knowledge on the industry and its trends; it helped us 

understand who are the most important actors and how the value chain works from the idea of a 

new film to the final customers watching it. On the other side, we also spotted a gap in the existing 

theories. 

Our element of surprise, that is the disruptive change deeply affecting companies in the Danish 

film industry, was not being analyzed and studied yet. At that point, our research proceeded through 

a constant evolution in the formulation of our inquiry influenced by the gathering of new data and 

the studying of new theories. The pragmatic approach described above suggests that the way of 

discovering the solution is the right formulation of the problem and that the formulation is 

constantly adapted throughout the research process. We followed this method in the development 

of our research.   

 

2.3 Research design  

 

A research design can be defined as the connecting path between data, the research questions and 

the final conclusions (Yin, 1994). One relevant element of our research design is the choice of a 

strategy; it could be an experiment, a case study, ethnography, archival research or others 

(Saunders, 2006). We chose our research to be a single case study on the company Nordisk Film. 

This way of collecting data, widely utilized in the contemporary era, traces its origins in the first 

half of the 20th century in the University of Chicago (Yin, 2015).  

Case study research can be defined as “an inquiry that focuses on describing, understanding, 

predicting, and/or controlling the individual (i.e., process, animal, person, household, organization, 
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group, industry, culture, or nationality)” (Woodside, 2016, p. 1) and it is particularly interesting 

when the boundaries between the studied phenomenon and its context are not yet plainly evident 

(Yin, 1994).  The main purpose of a case study research is a deep understanding of the actors, their 

interactions and their behaviour in a particular process in a certain timeframe (Woodside, 2016). 

The reason why we choose this approach is because case studies can give an extremely in-depth, 

multi-faced exploration of a certain topic giving complex answers through the observation of the 

‘natural’ context (Crowe et at, 2011). It is not true that theory and context-independent knowledge 

is always more valuable than context-dependent knowledge (Flyvbjerg, 2006). When the main 

subject matter is the study of human affairs context-dependent theory can be much more 

appropriate than predictive theories and universals (ibid.). In our area of study, an analysis in a 

real-life setting can be extremely valuable.  

 

Using an explanatory case study can be an optimal strategy especially with certain kinds of research 

questions; those are the ‘how’ or ‘why’ inquiries (Yin, 1994). A case study is an ideal method for 

answering the ‘how’ question of this paper described in the first section. When opting for this 

strategy one can decide between performing a single case study or a multiple case study. Robert K. 

Yin suggests that a researcher should use a single case study in three instances.  

The first one is when it represents the critical case that meets all the conditions to conduct the 

desired research. The second one is when it is extreme or unique since the situation is rare it is 

worth to be analyzed (ibid.). The third situation is when the researcher has the opportunity to 

analyze the case for the first time because previously there was no access to it (ibid.).  

For our research, we believe that the Nordisk Film case study has elements of both the first and the 

second rationales. As a matter of fact, the company is completely vertically integrated from the 

first stages of production till distribution to the audience and movie theatres, this makes it a critical 

case for our topic of research about the movie industry in Denmark.  

It is also a unique case since it is the largest film company in the country and a vast number of 

other actors in the Scandinavian movie industry have strong relationships and business agreements 

with them. For those reasons, the choice of a single case study seemed the optimal approach. Yin 

also divides the case study into two additional groups: the embedded case studies and the holistic 

case studies. The difference is that in the former the different some units or project are selected for 
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the analysis while in the letter the case is studied in its global nature. Even if Nordisk Film is clearly 

divided into units both in terms of departments and in terms of projects, for the scope of our analysis 

we used a holistic design, considering the company as a whole (ibid.).  

 

2.4 Generalization 

  

Some researchers in the past have often considered case studies as being a method of research that 

lacks the ability of generalization (Flyvbjerg, 2006). Flyvbjerg shows how this is untrue and that 

even a single case study can have the ability to be generalized (ibid.). Researchers must also 

remember that formal generalization is only one of the many ways to create knowledge; a case 

study can be extremely valuable even if it does not attempt to have formal generalizability (ibid.). 

Another element is that one single case study could be so relevant that generalization is not the 

primary goal (Yin, 2015). The size, the strong ties with the other film companies and the vertical 

integration of Nordisk Film makes it a remarkable case in Denmark. Generalization will also be 

less problematic when from a case study the researchers draw general ideas rather than specific 

numbers of statistical calculations (ibid.). Having said this, we believe that our case study, with 

some limitations, has ground for an adequate degree of generalization.  We will further discuss 

those limitations later in the paper. 

   

2.5 Data collection 

  

The theories generated through abduction are mainly based on qualitative data analysis 

(Timmermans, 2012). A qualitative approach is often used in social sciences to obtain an in-depth 

understanding of an aspect of social life, create ‘thick descriptions’ and explore or explain the 

social phenomenon in question (Leavy, 2014). This is the approach we mainly used in our research. 

The major method of collecting data in our research has a qualitative nature; more precisely it was 

data gathered through interviews.  
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Researchers in his or her effort in collecting data can combine more than one sources of evidence 

(Yin, 2015). This can be done by integrating data collected through observations, archives and 

documents to the ones gathered through interviews (ibid.). Interviews is the core method through 

which we collected more data. However, we were often verifying and supporting the interviews 

data through the use of both qualitative and quantitative data from market reports. In the following 

section, there is an explanation of interviews, the reason for choosing this method and a description 

of how we conducted them.  

 

2.6 Interviews 

  

Interviewing it is one of the techniques used more often in social science investigations to collect 

empirical data about the social world (Holstein & Gubrium, 2001). In this research when preparing 

and conducting the interviews we took inspiration from the ‘creative interviewing’ theories 

elaborated by Jack D. Douglas (1985). The interviewer has to use creativity to comprehend the 

respondent’s deep experience (Douglas, 1985). The power of an interview conducted in this way 

is the ability to actually know the subject responding as opposed to just having answers that disclose 

only the surface of experience through more basic survey questions (ibid.).  

The writer suggests some practical techniques to obtain the desired results; at first, the interviewer 

should create a positive stimulating environment showing a lot of interest in what is being said and 

being friendly and kind (ibid.). We applied this concept in the interviews taken for this research 

having some small talk before the actual beginning of the interview and always starting with a 

general and easy question where the interviewee had a lot of freedom to answer and could talk 

about the topics that he favored the most.  

Throughout the actual interview, we aimed at showing as much interest as possible saying short 

positive comments while the interviewee was giving the answer and asking follow-up questions. 

This was combined with nodding and looking at the interviewed person while he or she was 

speaking without getting distracted or focusing on notes or a computer screen. Another relevant 

technique in order to understand deeper meanings through the interview process is to create an 

environment of mutual disclosure (ibid.). During our interviews, we were often telling our own 
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ideas or experiences. We talked to the interviewee about the project and our motivations, we also 

described some conversations we had in the previous phases of our research and expressed our 

feelings about those topics.  

This was considerably helping both to make the conversation richer and to enhance the disclosure 

of deeper thoughts and feelings. Another concept that we applied during our data collection process 

is active interviewing. This lies in creating a dynamic dialogue that activates the respondent’s 

opinion (Holstein & Gubrium, 2001). In this way, the interview is not just aimed at discovering 

information but it is an active process of constructing information where both the interviewer and 

the interviewee are constantly developing throughout the process (ibid.). There is often the 

possibility of sources of bias, error and misdirection in a conversational interview, it is though 

fundamental that the questions are asked properly in order to have valuable answers (ibid.). The 

interviewer should be both well informed but also interested if we want their answers to be 

appropriate and clear (De Sola Pool, 1957).  

Compared to a laboratory kind of research in ‘real world’ studies the researcher has to often adapt 

the methods to the evolving circumstances and the formation of new constraints (Gillham, 2005). 

Throughout the process of data collection, we had to adapt some of our methods. We were always 

favoring face-to-face interviews to ones conducted through an impersonal medium like emails or 

phone calls for different reasons.  

At first, communication flows better and we could apply the techniques described above in order 

to extract deeper information. Secondly, in this way we were able to observe the environment in 

which the interviewed person was operating and its interactions with the other workers. In the last 

phase of our data collection phased this had to be changed.  

Due to the spread of Covid-19, the government has strongly advised to limit personal interactions 

and to work from home to control the fast transmission of the virus. This forced us to use video 

calls for the last interviews. We chose this method because even if it is done through an inanimate 

object it still possesses the fundamental characteristics of face-to-face interaction that are a real-

time image and voice of the subjects. This was much preferred than conducting them through email, 

chat or phone calls. 

It is important to have both a briefing and a debriefing phase during an interview. In the briefing 

phase, the interviewer should tell the person sitting in front of him about the purpose of the 
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conversation or the possibility of using a recording device (Kvale, 2011). We considered this phase 

important and we always conducted it carefully. The debriefing phase should also be conducted in 

order to wrap-up the conversation and to make the interviewed person feel more relaxed about the 

overall interview process (ibid.). In our case, we were often summing up the main points of the 

conversation and asking the interviewee if he or she had anything to add. We also purposely had 

one last part of the conversation with the recorder shut down, the reason for this was to understand 

if the interviewed would tell us any comments or feelings both on the topic or on the interview 

itself without the pressure of her voice being recorded. 

Interviews can be unstructured, structured or semi-structured; the difference between the three 

approaches is how much the structure of the conversation is decided before and how much simply 

follows the flow of the conversation (Gillham, 2005). More structured interviews lean towards a 

more quantitative orientation following the logic of questionnaires or surveys (Holstein & 

Gubrium, 2001). 

The amount of pre-established structure was depending on the stage at which we were conducting 

the interview and on who was the interviewee. An unstructured interview is often used in a 

preliminary stage where the researcher is searching for the element that he or she will need in the 

following parts of the process (Gillham, 2005). The interviews used in the very first phase of this 

research were unstructured. We were asking one or two very general questions to people working 

in the field to gather general information on the subject and spot interesting or problematic 

elements. The people that were being interviewed at this stage were principally employed at films 

festivals.  

After we had a more precise understanding of the research question we began performing the 

interviews in a different way. Instead of being some casual conversation at this stage we were 

setting a meeting with the interviewed person. Before the actual meeting, we were already telling 

to the interviewee the purpose of the interview and often also some guidelines of the topics that 

were going to be discussed.  

In this phase the interviews were semi-structured. We chose this method because it is able to 

balance flexibility and structure enhancing the quality of data collected (Gillham, 2005). The huge 

potential of semi-structured interviews is that compared to structured interviews exploits more the 

potential of human dialogues (Leavy, 2014). The reason for this is that they enable the researcher 
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to follow-up on those answers that he or she considers particularly relevant and can direct the 

interview from different angles (ibid.).  

Compared to unstructured interviews they have the advantage of building the conversation around 

those topics that are important for the research (ibid.). Jumping to the next question or redirecting 

the answer toward the desired subject is much easier if there is a certain amount of structure and if 

both the interviewee and the interviewer know the purpose of the research. 

  

2.7 The Interview Guide 

 

We had an interview guide before every meeting. The interview guide (Appendix 1) contained the 

different questions that we were intending to ask during the conversation. We elaborated the 

different questions based on the topics in which we were interested, theory and previous research. 

In the period before starting with the first interview we had time for creating the most appropriate 

questions for the purpose of our analysis. It is also true that even though the topics and many 

questions were the same for every subject interviewed, some other questions were changed; this 

happened for two reasons.  

First, the guide had a slow evolution throughout time. As the research was being conducted we 

were gathering more knowledge from theory but most importantly from the interviews that we 

were carrying out. This led us to an improvement of the different questions.   

The second reason is that often the professionals that we had in front had different roles in the 

company and they had strong expertise in different areas. If, for example, one of the interviewed 

individuals had a job in finance and a lot of knowledge in the revenue streams and the cost 

structures we would prepare a larger number of questions in those areas. In the next sections, we 

will go more in details on the choice of the subjects to interview and their role. 

After some small talk with the interviewed person and an explanation of the research to him/her, 

we were moving to the first real question present in the guide. This was a general and simple 

question that was given to the interviewee a lot of freedom in the answers. The question was: 

‘Please tell us about your role in the company and your daily operation’. The purpose of this 

question was both to understand better the exact activities and expertise of the interviewed person 
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but also to make him or her comfortable and ready to begin talking. The following questions were 

divided into three main areas. In the first and larger section, we were focusing on customers and 

audience, in the second one in revenue streams and in the third one in the cost structure. The 

interviewee was often asked to make comparisons between the present and the past and to tell us 

the strategic challenges generated by the transition from physical to digital. 

  

An example a question asked is the following: 

  

“How do you describe your relationship with your customer? Did your bargaining power change 

over time?” 

  

In this example, we can see that at first, we were asking a question about the present situation. 

After letting the interviewee answer to this first question we would ask the second one which goes 

more into the details and has that temporal aspect that was extremely relevant for the research 

question. 

There are two main characteristics linked to the flexibility of semi-structured interviews. One is 

that the questions are open and consequently also the answers will be open (Gillham, 2005). 

Second, the interviewer can use probes if he thinks that there is more that could be disclosed about 

a certain topic (ibid.). We often asked general questions at first, to see in which direction the 

interviewee would start with her answer. This would give her a large amount of freedom at first. 

The freedom in answering the general question was useful for us to understand which aspects the 

interviewee prioritizes and also leave the ground open for additional areas of the topic or 

problematics that we might have not considered before. 

  

2.8 The managers interviewed 

  

We conducted a total of 10 semi-structured recorded interviews with people that have great 

expertise in the film industry because of the key roles that they cover in the company for which 

they work. The vast majority of the interviewed people also have been working for many years in 
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the industry, this gives them the ability to spot the differences with the past. The interviews were 

all lasting approximately one hour; the reason for this is that one hour was the typical amount of 

time that those employees were willing to spend in a meeting with us. It was an appropriate amount 

of time that enabled us to cover all the topics of interest without the risk of the interview to be too  

 long and tiring. We conducted 7 interviews with Nordisk Film and other 3 with employers of other 

companies. Those 3 interviews were conducted to support the Nordisk Film’s one. Those three 

were in fact experts in the industry and hearing their experience could help the generalization 

problem and observe if also the other smaller companies share similar experiences and opinions 

with Nordisk’s employees. Furthermore, all three of those people have either worked in Nordisk 

or managed companies that are Nordisk’s partners collaborating with them for projects or 

distribution. Table 1 shows the names of the people interviewed and their role in the company. All 

the interviewed people contributed with relevant data for the research. Each of the interviewees 

was chosen for a particular reason. For example, the CEO Henrik Zein and the Business 

Development Director Rikke Crosby could explain to us the general vision and strategy of the 

company. The producers, on the other side, were illustrating the more practical aspects of the 

transformation. The producer Trin Hjortkjær Thomsen is producing mainly TV series, a market in 

which Nordisk Film and other production companies are expanding in recent years. The Vice 

President of Nordic Sales Adrian Mandrup, Klaus T. Odegaard and Alexandra Cruz had 

considerable expertise on the relationship with customers. The CFO Morgan Habedank was able 

to explain to us the main transformations regarding the revenue streams and cost structures. 
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2.9 Data Analysis  

 

The interviews we conducted were recorded and transcribed subsequently. This modality allowed 

us to be always active participants in the conversation and not be distracted taking notes. The 

recordings were also useful in later stages of the process if we needed to listen to parts of the 

original conversation one more time.  

When the transcriptions were completed we proceeded with the actual analysis of the data. The 

analysis was conducted utilizing two cycles of coding. Coding is the action of attributing codes to 

a segment of text that either describe and summarize the concepts in it or assigns an evocative 

meaning to it (Miles et al., 2013). The reason why coding is an extremely useful process is that it 

Name Role  

Henrik Zein  Chief Executive Officer - Nordisk Film Production 

Adrian Mandrup 

 

Vice President of Nordic Sales - Nordisk Film Distribution 

Morgan Habedank 

 
Chief Financial Officer - Nordisk Film Distribution 

Rikke Crosby Business Development Director - Nordisk Film  

Klaus T. Odegaard 
 

Vice President of Acquisitions and Theatrical 
Distribution - Nordisk Film Distribution 

Caroline Eybye 
 

Producer - Nordisk Film Production 

Trin Hjortkjær Thomsen 
 

Producer - Nordisk Film Production 

Anders Mastrup 
 

Producer and co-founder - A. Film 

Alexandra Cruz Head of Sales and Distribution - Copenhagen Bombay 

Louise Vesth 
 

Producer – Zentropa 

Table 1, Interviewees 



28 

 

permits to simplify the data and organize them to efficiently answer the research question (Elliott, 

2018). When we had all the transcriptions ready there were portions of the whole texts that were 

not relevant and parts referring to the same topic spread in different interviews. Coding was 

fundamental to detach less relevant text from the rest, but most importantly to organize the 

significant data in a logical and easily accessible way. It is critical to carefully read the text multiple 

times before trying to determine the codes (Gibbs, 2007). We studied the transcriptions, highlighted 

the parts that we considered more important and began assigning some provisional codes. Only 

after that we began the actual first cycle.  

 

Codes can be of different nature, we principally used descriptive ones. This kind of codes assigns 

one or a few words in order to summarize the main theme of the passage (Miles et al., 2013). 

Examples of codes used in the research are: “B2B customers now”, “Changes audience tastes” or 

“State support”.  

The length of the section of text to which codes were assigned was not pre-established; it could be 

only a few words or more phrases together. We mainly used an inductive approach when 

developing the codes; following this approach, researchers do not determine codes from pre-

existing theories and hypotheses but build them from the data collected (Saunders, 2006). As in the 

inductive approach we were creating codes based on the data; however, it is true that the main 

themes often coincided with the themes of the theoretical framework. This was the case because 

the theoretical framework was used when developing the interviews’ questions, therefore, the 

answers were inevitably reflecting the same macro-themes.   

The following step is the second cycle of coding where the codes are grouped in larger themes 

(Miles et al., 2013). At the end of the process the researchers have a lower number of broader 

categories. In our research they were: “B2B customers”, “Audience”, “Costs and Revenues”, 

“Content strategy”, “Future challenges”.  Starting from the coded data within those categories we 

structure the Analysis and Discussion chapters. In Appendix 2 there is a sample of the first cycle 

of coding.  
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03 THEORY  

 

The aim of this section of the project is to present the most relevant theories that supported the 

construction of this research; those theories will be investigated in-depth and consequently applied 

in the prosecution of the research. The following topics and business practices here discussed were 

chosen and studied pre, during and post-collection of data. Some of them represented the ground 

for our data collection, and - as we were gathering information and interviewing industry experts - 

our focus became more narrow and the research more specific.  

The academic conversation is very rich in the studies of strategies and shaping business models 

and their innovation. Those business models are often shaped for consumer goods companies. This 

is why those theories are integrated with other articles in the ‘Situation’ chapter that study the film 

industry, its characteristics and challenges and the media development. These papers, then, are 

specifically applied ad hoc to the Nordisk Film case; this is made stating the related specifications 

and limitations.   

Our general approach to the academic literature is reflected in the structure of this chapter, namely: 

3.1 Business Model; 3.2 Long Tail and industry environment; 3.3 Strategic innovation.  

In this chapter there is a description of academic areas in which the research developed. Studies on 

innovative managerial procedures towards strategy and innovation, peculiar technical attributes of 

the film and media industry, and change in consumption of the cinematographic products shaped 

this and the following chapters. 

  

3.1 Business Model 

 

This section considers how companies define their business model that is how a firm creates, 

delivers, and captures value (Osterwalder & Pigneur, 2010). This will be supported by the business 

model canvas, a tool created to easily visualize the whole business model of a company.   

The creation and design of a business model have the customer and end-user as targets; they 

represent, hence, the starting point for any business; they are the ones towards whom the value 

generated is directed. This induces organizations to consider the problem to solve, the market’s 
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need to supply and the customer experience to develop (Kaplan, 2012). As Teece (2010) states, the 

business model consists of the conceptual architecture of an organization's activities. It is based on 

knowledge of the customers, behaviour of costs and revenues, users’ needs and their changes 

(ibid.). Also in creative industries – characterized by intangible, experimental or symbolic outputs 

(Caves, 2000) – the business model is described as the reflection of the company’s idea of how to 

meet customers’ needs and be paid for doing so (Sanja et al, 2017). Moreover, there is a lack of 

literature regarding empirical evidence on business models in creative industries and markets 

(ibid.). The business model, then, according to Kaplan (2012), is the interconnection between three 

main areas of interest for a company which correspond to the creation, delivery and capture of 

value. They are operating models, customer experience and the financial model, as shown in Figure 

2. 

 

 

Figure 2 - (Kaplan, 2012, p. 18) 

 

Furthermore, the delivery of value is considered as the sum of the organization’s capabilities, 

technology and processes. It is important to underline how both Kaplan (2012) and Osterwalder 

and Pigneur (2010) express – in different terms – that, delivering value to the customer, relies not 

only on the internal core capabilities of a firm but also on capabilities from partners that contribute 

to the process of the value chain (Kaplan, 2012). People and technology are integrated with every 

capability and, depending on a set of activities that the company is implementing, the desired 
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outcome is produced. In addition, the model defines the business logic and – once adopted – how 

the firm goes to market (Teece, 2010). 

According to Johnson et al. (2009), a business model can be considered as the interconnection of 

four elements that together create and deliver value. In this case value seen as a product or service 

aimed at solving a customer’s problem. The elements are value proposition, resources, processes, 

and profit formula (ibid).  

The centre of this approach is the value proposition that shapes all the other elements. For instance, 

the value proposition defines the resources used by the company in order to satisfy the customers; 

resources can be people, technology, brand, equipment and facilities and so on. Accordingly, 

processes are the way in which resources are used, combined together and exploited. The profit 

formula, finally, delimits the financial structure of a firm, how and when to breakeven and the cost 

structure (ibid.).   

From a financial perspective, the whole system is based on a sustainable financial model that gives 

an idea of how the company is making money, what the customer is paying for and what is the 

pricing strategy. Moreover, the revenues and costs highlight what is the value created, if it is a 

product or a service, and how it is delivered (Kaplan, 2012). A key term for every business model 

is flexibility, in all its aspects; once an element has changed, the whole system should be refined 

consequently (ibid.).  

Kaplan (2012) and many other academics relied on the Business Model Canvas (Osterwalder & 

Pigneur, 2010), that gives an easy to see and use the structure for companies, in order to organize 

and visualize their business practices, see Figure 3. It consists of nine sections: customer segments, 

value proposition, channels, customer relationship, revenue stream, key resources, key activities, 

key partnership, cost structure. 
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Figure 3 – (Osterwalder & Pigneur, 2010, p. 44) 

 

The structure of the business model follows two parts intrinsically linked together: the activities 

associated with creating goods or services and the ones associated with selling them (Magretta, 

2002); hence, the left side of the canvas is related to the concept of efficiency and the right one to 

value (Osterwalder & Pigneur, 2010). The following paragraphs will enlist and briefly delineate 

the main characteristics of the sections of Osterwalder and Pigneur’s (2010) Business Model 

Canvas. 

 

Customer Segments 

Every business is focused on serving a specific customer or a set of customers that are considered 

fundamental as they are the centre of any business model. In order to reach an appropriate level of 

customer satisfaction, an enterprise has to identify needs, behaviours and attributes of its customers 

and group them depending on their common and similar traits (Osterwalder & Pigneur, 2010). 

As a matter of fact, each customer persona can be part of a specific segment being different from 

the other ones depending on (ibid.): 

 

 The way value is delivered and meets the market need 
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 Through which distribution channels the customer is reached 

 How the company relates to the customers 

 How a customer fits into a certain range of profitability 

 The willingness to pay for the organization’s offer  

 

The ways in which a company enters into a market can be extremely varied and for this reason, its 

possible types of customers can be diverse as well. Osterwalder and Pigneur (2010) identify five 

kinds of customer segments: mass market, niche market, segmented, diversified, multi-sided 

platforms/markets. 

 

Revenue Streams 

The revenue stream is created from the successful match between value offer and market needs. 

Every customer segment – if properly satisfied – can lead to revenue generation; for instance, a 

thoughtful pricing strategy can enhance both customer satisfaction and incomes (Osterwalder & 

Pigneur, 2010). 

Then the authors go deeper in the description of how a business can lead to revenues; thus, two 

different types of revenue streams can be generated: 

 

 Transaction revenues: resulting from one-time customer payments; 

 Recurring revenues: resulting from multiple payments through time; either offering multiple 

times the good/service or offering post-purchase assistance. 

 

The authors also connect the value proposition of a company to the many possibilities of generating 

revenue streams. Generally speaking, it follows that there are several ways to generate revenue 

streams (Osterwalder & Pigneur, 2010), among those we selected two that are relevant in this field: 

 

 Subscription fees: the revenue stream is the result of the sale of the continuous usage and 

access to a service in exchange for a fixed time-framed fee. That is how streaming services 

work in the film and music fields; the same applies to many actors in the gaming industry 

or in other businesses like gyms, public spaces and so on. 
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 Licensing: it allows rights-holders to have income from their property by making it available 

to the public, without having to manufacture a product or commercialize a service. In 

general, the licensing method is very common in the media industry, where content owners 

retain copyright while selling usage licenses to third parties. Similarly, in the technology 

field, patent holders are getting a licensing fee and, at the same time, granting other 

companies the right to use the patented technology (ibid.). 

 

Cost Structure 

The cost structure of a business is a fundamental tile for any business and, together with the revenue 

stream, it represents the basis of the Business Model Canvas. In fact, following the structure itself 

of the model, the management of an enterprise is able to say what the company is doing, how, who 

with, for who and, finally, what is the flow of money, where it comes from and where it goes 

(Osterwalder & Pigneur, 2010). The cost structure is related to the resources that the company 

needs (Johnson et al., 2008). Some business models, though, are more cost-driven than others and 

this affects all the other blocks (Osterwalder & Pigneur, 2010). 

The sections of the Business Model described above – on which we mainly focused our research – 

are strongly related between each other and with the other ones discussed below.  

 

Value Propositions 

The value proposition is what differs a company from another one and it represents how customers’ 

needs and problems are met and solved. It requires a set of activities related to a product or service 

that the company is selling depending on the customer segment and it can vary according to the 

offer and the focus on a single or multiple segments (Osterwalder & Pigneur, 2010).  

 

Channels 

A critical aspect of the Business Model Canvas is the one regarding the sales channels that, together 

with communication and distribution, represents the touch points with the customers (Osterwalder 

& Pigneur, 2010). It is possible to enhance the customer experience only when delivering value is 

in line with the rest of the sections in the model considered. Therefore, through the sales channel, 
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it is possible to reach out to the customers, offer them the product/service, communicate the firm’s 

values and make the purchase phase lean and satisfying (ibid.). 

 

Customer Relationships 

This section of the model is aimed at underlying the importance of a company’s relationship with 

its customers, in a pre, during and post-purchasing phase. The clarity of the message to deliver 

when establishing a connection with the customers is fundamental. Depending on the company, its 

product and the phase when the relation occurs, it can have a diverse degree of personal or 

automated approach (Osterwalder & Pigneur, 2010).  Customer relationships may be motivated by 

different opportunities for the company, such as customer acquisition, customer retention and 

boosting sales. 

 

Key Resources 

The key resources are the fundamental assets required by a company to make its business model 

work and deliver a consistent value. Key resources can be owned or leased by the company or 

acquired from key partners and they can be physical, financial, intellectual, or human (Osterwalder 

& Pigneur, 2010). These resources allow an enterprise to create and offer a Value Proposition, 

reach markets, maintain relationships with Customer Segments, and earn revenues. They are in fact 

the elements that create value for the customers (Johnson et al., 2008). In different business models 

the key resources also change depending if a business relies more on offering a service, 

manufacturing a product or others.  

 

Key Activities 

The Key Activities are the most important actions a company must take to operate successfully. 

Like Key Resources, they are required to create and offer a Value Proposition, reach markets, 

maintain customer relationships, and earn revenues (Osterwalder & Pigneur, 2010). 

Furthermore, Key Activities are shaped based on the business model type. Production, indeed, is 

related to designing, creating, and delivering a product in substantial quantities and/or of superior 

quality (ibid.). Problem-solving activities rely heavily on human resources and provide services 

and new solutions to individual customer problems, with a high degree of personalization. Their 
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business models require activities such as knowledge management and continuous training (ibid.). 

 

Key Partnerships 

Some key and ancillary activities are outsourced and developed by third-party actors, and some 

resources are acquired from outside of the firm. Companies promote partnerships and sign 

collaboration agreements for many reasons, and those partnerships are becoming a relevant 

competitive advantage creator for many business models. Companies create alliances to optimize 

their business models, reduce risk, or acquire resources.  

 

We can distinguish between four different types of partnerships (ibid.): 

 Strategic alliances between non-competitors 

 Coopetition: strategic partnerships between competitors 

 Joint ventures for developing new businesses 

 Buyer-supplier relationships 

 

In the digital economy, for example, the value creation process brings novelty to the market from 

a network of firms and partners (Zott et al., 2011). In order to understand better the importance of 

creating fruitful alliances, the Osterwalder and Pigneur (2010) made a distinction between three 

leading motivations for partnering up with other businesses. 

First, optimization and economy of scale partnerships are usually formed to reduce costs, and often 

involve outsourcing or sharing of infrastructure. It is, hence, the simplest form of partnership or 

buyer-supplier relationship (ibid.). It is designed to optimize the allocation of resources and 

activities. Secondly, when an economy is characterized by high uncertainty, partnerships can help 

reduce the risk in a competitive environment. It can happen that competitors make alliances in a 

strategic field while competing in another business. Finally, the real-world experience shows how 

only a few companies own all of their resources and perform all the activities. Most of the firms 

cooperate with other ones for expanding their own capabilities (ibid.). Such partnerships can be 

motivated by needs to acquire knowledge, licenses, or access to customers. 
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Integrations is a critical process for linking resources together within a business model (Christensen 

& Johnson, 2009). Osterwalder and Pigneur (2010) gave a useful perspective for companies that 

are approaching to constructing a business model. The authors determined two different integration 

depending on their outcome: destructive and productive integration. Destructive integration means 

that there are, within the company, overheads and inefficiencies as a consequence of force-fit and 

cross-sell of incompatible businesses (ibid.). Productive integration, instead, derives from a value-

adding combination of products or jobs.  

 

Then, Kaplan (2012) took a step forward introducing the business model innovation; 

experimentation, flexibility and being able to predict and adapt to market changes are the keys for 

exploiting a business model in all its essence (ibid.). Besides adopting a business model for 

exploiting a new technology, the business model itself can be seen as the object of the firm’s 

innovation (Mitchell & Coles, 2003). Furthermore, business models innovations can entail 

technological changes, but it is also true that digital novelties can shape new business models, by 

changing firms’ operational activities, skills and capabilities (Calia et al., 2007).  

For the purpose of exploiting all the advantages of a business model, it is required proactivity in 

managing all the bricks of the model and the relationship between them. It can happen that there is 

no need to change all the single parts, but a critical eye to the overall structure is needed (Kaplan, 

2012). In particular, modelling a business model is relevant for a company that wants to face every 

market change and engage with the customers in order to have a pre-established base of users for 

disrupting the market (ibid.). 

Hence, aiming at flexibility corresponds to having a holistic approach to the business ongoing 

processes, as well as exploiting new market opportunities. Therefore, this approach has to make it 

possible to gather ideas across boundaries, sectors and discipline processes in order to discover 

something new (ibid.). The approach would increase our capabilities especially if we have more 

technology available compared to what we can actually use and exploit (Kaplan, 2012). Thus, in 

the field of creative industries, the model has been reshaped because of the new information and 

communication technology cycle (Lyubareva et al., 2014).  

In this case, competitive advantage can be pursued by frequent business model experimentations 

and innovation; that is why competition is mainly faced through innovation in strategic managerial 
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processes, rather than content itself (ibid.). Lyubareva et al. (2014) questions whether – when 

competing in a creative sector – it is more profitable and sustainable to invest in business model 

innovation or allocating resources by outsourcing processes, developing products or exploiting 

distribution channels. Hence, Lyubareva et al. (2014) defined three models, in this field: 

 

 Participative model: it is the current version of the traditional media models, for radio and 

TV, through user-generated content processes, that allows a decrease in costs because of the 

collaboration with users for editorial productions; 

 

 Distributive model: it is based on content exclusivity, lean management of the distribution 

channels (i.e., manufacturers reach buyers directly), and control over monetization and 

consumer relationship; 

 

 Editorial model: the website manages, markets and sells products made by different 

producers/publishers, it implies a strong control over quality and price. 

 

Innovation is the key to competitiveness and disruptive innovations can represent a big threat for 

companies, especially when they have established their practices through a static business model. 

By using Christensen and Johnson’s (2009) approach, there are three enabling elements to 

disruptive innovations: technological innovation; disruptive business model; creation of a new 

value network.  Moreover, regarding this topic – Kaplan (2012) – affirmed that it is not only a 

matter of having a competitive advantage for a single company but instead it is related to something 

“bigger”. Disruptive innovations can effectively happen when cross-sector collaborations occur. 

Collaborative innovation, indeed, requires the construction of persistent and actionable networks 

with many actors coming from different businesses aiming at building novelties in a customer-

centric perspective (Kaplan 2012). Additionally, the big challenge is to have a deep understanding 

of the customers around which to structure and design the business model (Osterwalder & Pigneur 

2010). Consequently, the designers and the design process are fundamental; they both need to focus 

on enhancing customer experience and bringing innovation (Kaplan, 2012). 
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It follows that innovation, in the presented field, is about practical approaches to see how the 

introduction of a novelty can really work, rather than just making analysis and planning. In this 

sense, incrementalism is seen through a ‘negative’ lens: business model innovation requires 

“creating next practices” rather “than implementing best practices” (Kaplan, 2012, p. 95). Best 

practices, Kaplan adds, make sense when improving the performance of the current business model, 

not when making a new one (ibid.). The writer stresses massively the need for effort in working 

together for creating a vibrant environment for innovation and exploration, it is directed both to 

organizations and - in a broader vision - communities. Nowadays, in fact, business models are not 

lasting as much as they used to, so managers have to align with this trend and put emphasis on 

establishing an effective R&D team to remain competitive and harness technology for delivering 

value to the customers (Kaplan, 2012). 

 

Furthermore, the Business Model Canvas is made for every company and each block varies with 

diverse businesses and fields. It has been applied to 5 Business Model Patterns, defined as a set of 

different business models presenting similar characteristics, management of each section of the 

Canvas and attitude (Osterwalder & Pigneur, 2010). 

 

Unbundling Business Model 

The idea behind the ‘unbundled’ corporation implies that there are three businesses within the 

company: businesses of customer relationship, product innovation and infrastructure (ibid.). The 

businesses co-exist within an enterprise, but unbundled, so that there is no conflict and undesirable 

trade-offs between them. These three categories are following priorities of economic, competitive 

and cultural type (Hagel et al., 1999; Tapp, 1995). 

 

The Long Tail  

This phenomenon is particularly relevant in the media industry and - as Anderson (2006) and Afuah 

(2009) examined – it has its cause in three economic trends: 

 

 Democratization of tools of production: technology costs drastically decreased, giving 

individuals access to tools economically inaccessible a few years ago. 
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 Democratization of distribution: internet has made digital content distribution a standard 

low-cost commodity, and dramatically lowered inventory, communications, and transaction 

costs, opening up new markets for niche products. 

 

 Falling search costs to connect supply with demand: powerful search and recommendation 

engines, user ratings, communities and social media have made funding potential buyers for 

niche products much easier. 

 

This is perfectly shown by Netflix’s business model. The American streaming service company, 

indeed, is aiming at licensing also a vast number of niche films that are rented relatively 

infrequently, but that are generating high aggregate revenues. 

 

Multi-Sided Platforms 

Multi-sided platforms’ business model is directed to two or more distinct target groups of 

customers. The different groups are somehow connected to each other: the value creation for a 

group occurs if the others are present (Uzzi, 1996). Value is also the consequence of facilitating 

the interactions between the groups; the platforms increase in value if more people are using it, in 

a network effect phenomenon (ibid.). 

These platforms are also known as multi-sided markets and their importance in today’s economy 

is mainly due to the rise of information technology. The main examples are the Visa credit card, 

the Wii console, Google and many more (Osterwalder & Pigneur, 2010). 

 

FREE as a Business Model 

The free business model is characterized by the presence of one big customer segment that can 

make large use of the company’s free-of-charge offer. It follows that different Business Model 

Patterns can offer a free service; the customer segment that is not paying is compensated by another 

lucrative section of the business model or by another segment that is paying for additional features 

to the service itself (Osterwalder & Pigneur, 2010).   
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Open Business Models 

The open business model is based on the creation of value through a systematic and frequent 

collaboration with external partners. The relationship with other companies can happen from the 

“outside-in” – by exploiting external ideas within the firm – or from the “inside-out”, when 

business ideas or opportunities are brought to the external world by the company (Osterwalder & 

Pigneur, 2010). 

According to Christensen and Johnson (2009), instead, there are generically three kinds of business 

models: solution shops, value-adding processes businesses, and facilitated network businesses. 

 

To conclude, building a business model on customer insights is crucial for a company, in order to 

be competitive in the market. Market researches are fundamental, but the necessary step that 

sometimes is neglected is considering the customer’s perspective when designing products, 

services and business models (Osterwalder & Pigneur, 2010). Connecting to what Kaplan (2012) 

deeply observed, exploration and business model innovation are possible and successful if they 

have behind a deep understanding of customers’ environment, concerns and aspiration, and 

routines (Osterwalder & Pigneur, 2010). Every decision made in regard to business model design 

and planning should be based on customer insights, with the help of the R&D department and social 

scientists (ibid). Very often nowadays companies pursue growth by exploiting the most out of 

today’s cash cows, while the attention should be differentiated between existing customers and 

potential ones for future strategic and financial prosperity (ibid.). 

The outcome of our work is the practical implementation of the theories discussed above in a real-

world situation, taking into account all its limitations and peculiarities.  

 

3.2 Long Tail and industry environment 

 

Understanding a company and its business is possible after an analysis of the surrounding 

environment. The following section, indeed, is aimed at underlining some of the main theories and 

different perspectives on the topic of the Long Tail business, market and industry analysis, and 

relation between competitors. 
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First of all, the Long Tail business (Anderson, 2006) is a different approach to the production and 

sales binomial and it characterizes companies operating in the media sector. It is a model of 

business based on the principle of selling less units of many niche products. Instead of the 

traditional approach of selling a few best-sellers in high volume - like the top 20% of the companies 

- the focus is on generating aggregate sales of the niche products and still reaching a high level of 

income. This result can be achieved more easily if inventory costs are quite low and if there is a 

digital platform connecting customers and content together (ibid.). Below, table 1 shows how the 

demand curve is shaped depending on the popularity of the content (y axis) and the number of 

products produced and sold (x axis). 

 

   Figure 4 - (Afuah, 2009, p. 68) 

 

The long tail model, examined by Anderson (2006) and Afuah (2009), represents the future of 

many businesses, especially in the cultural and film industry, characterized by an economy of 

abundance rather than scarcity. Until now, the driving force of the film industry has been 

companies producing and selling hits and blockbusters, which was economically sustainable for 

the following reasons: 
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 Physical distributors only had limited shelf space, so companies had to maximize the volume 

and profitability of the goods sold, by marketing the very popular ones; 

 Broadcaster networks only have a set amount of bandwidth available; 

 Economies of scale can be highly exploited when selling a few best sellers, while local and 

niche products do not have many chances to be sold; 

 Geography and physical location led to market constraints. 

  

Nowadays, instead, globalization, demographics and technology improvements (Anderson, 2006) 

have made possible the shift towards the long tail of the demand curve and an increasing stream of 

researchers has studied in which way consumers behaviours are affected by digitization 

(Brynjolfsson et al., 2003; Zentner, Smith, & Kaya, 2013). In addition to this, the tools for 

production became more widely available, the costs of distribution dramatically decreased, the 

internet created lots of new opportunities for connecting demand and supply (Anderson, 2006).  

Afuah (2009) defines a firm’s ability to profit in the long tail business as a function of the industry 

it belongs to, as well as the competitive dynamics that influence the industry and determine its 

profitability. Hence, digitization brought a set of market changes that involved lower costs and a 

modified industry ecosystem (Benner & Waldfogel., 2020). Among many factors, Afuah (2009) 

identifies the position of a company in the value chain as a critical aspect, in order to take advantage 

of the long tail. 

 

Moreover, the value system is the following: 

 

  

   Figure 5 – (Afuah, 2009, p. 71) 

 

Information technology innovations have changed the differences between products sold in the 

short head - blockbusters and hits - and the ones in the long tail, altering the distribution process 
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too (ibid.). Thanks to technological improvements, then, firms’ cost-performance has tremendously 

improved in regards to hardware and software; hence, websites and digital platforms represent shelf 

space for products that can be distributed electronically. So the amount of items at disposal for 

companies is way higher online than offline, for instance a bookstore can have millions of titles on 

its webshop, compared to thousands of them on the physical shelves.   

Many distributors and aggregators can take advantage of the above-mentioned environment 

because the internet made it easier for them to put into market non-bestseller books, non-hit music 

and non-blockbuster films. Hence, the biggest novelty for them is the advantage coming from the 

low-cost and limitless digital shelf space and a better interaction with customers. Also for them 

acquiring information has become easier and cheaper (ibid.). 

 

Through the right position towards coopetitors and rivals, and with a thoughtful strategy, also 

producers can be profitable and sustainable in the long tail. Indeed, by targeting a production to 

dispersed niche markets, companies can avoid high costs of the theatrical release (Benner & 

Waldfogel, 2020). The possibilities created by the change in technology heavily affect producers, 

whose power towards competitors influences the exploitation of strengths and fight for threats 

(Afuah, 2009). We consider producers as a book publisher, for example, or record labels and movie 

production companies. The strategies adopted in this sense are various, depending on the firm’s 

capabilities and dimension; for instance, a production company can rely on royalties deriving from 

the sales of a product to a distributor or on profits earned from direct sales (ibid.). 

 

However, some producers may risk losing their competitive advantage. If the sales of non-

blockbuster items in the long tail are detrimental for blockbusters in the short head, the creators of 

these blockbusters may lose deals (Afuah, 2009). However, in the event that content suppliers and 

producers sidestep distributors and aggregators, the last may lose a portion of their competitive 

advantage (ibid.).  

For this reason, one of the main focuses of this paper is the discussion on how Nordisk Film is 

making money on the film it is producing. Additionally, we will discuss: the role of Nordisk 

Distribution as part of the whole organization; the customers to which the films are sold; the new 

digital initiative for distributing their products by creating their own digital platform for a direct 
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contact with the audience. It will also discuss the different strategies for purchasing films, whether 

it is done from a distributor or the producer itself. 

Moreover, suppliers have great possibilities for exploiting the long tail and making more profits 

than they did prior to the technological change, if well positioned towards producers and 

distributors. They can, indeed, bypass them by producing and selling directly to the end-users 

(Afuah, 2009.). 

 

It follows that, the ability of a firm to create an appropriate value depends on: 

 Whether the organization is performing the right set of value-added activities and improving 

its position towards coopetitors; 

 The condition in which the audience prefers the value of a firm over the ones of its 

competitors; 

 The extent to which the firm is capable of exploiting the changes in the market; technological 

and of other nature. 

 

Grant (2016) offers another perspective on the environment and industry frameworks for 

connecting together the firm, its strategy and the industry environment. According to the author, 

the company’s strategy represents a link between the firm itself and the industry environment. The 

industry analysis has relevance for the corporate-related and the business-related strategy (ibid.): 

 

 Corporate strategy: it dictates in which industries the company should operate and how to 

allocate resources. The decision is made after assessing the current and potential 

attractiveness and profitability of such industries. 

 Business strategy: it is related to the establishment of competitive advantage in the market. 

The general characteristics of an industry can be evaluated by examining customers’ needs 

and preferences. Moreover, the firm should understand how to implement the key success 

factors and satisfy its target. 

 

Finally, the industry environment (Grant, 2016) is based on the relationship between customers, 

suppliers and competitors. 
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Figure 6 – (Grant, 2016, p.10) 

 

The industry environment is not only influenced by inner market and business dynamics, but 

external factors also are fundamental and can facilitate or obstacle the industry itself. Furthermore, 

industry analysis takes into account the following actors and forces: the national/international 

economy; technology; government and political forces; the natural environment; demographics; 

social forces. 

 

3.3 Strategic innovation 

 

To conclude the academic framework, this last step highlights how firms can adapt to changes in 

the market, through strategic innovations and ‘new game’ strategies (Afuah, 2009). By using the 

author’s words, strategic innovation is a market novelty - which can consider every actor 

performing through the value chain – in the product or service, business model or relation with 

partners/competitors. The new set of activities of the firm define the so-called ‘new game strategy’ 

(Afuah, 2003). Hence, it allows the enterprise to differentiate from the coopetitors and competitors 

and create a valuable and profitable position in the market. The mutation of practices brings 

profitability when, at the same time, the customers perceive benefits of the product or service and 

its value is higher than the costs for the firm to make it (ibid.). 

 

The value added to the product, indeed, is a function of the components that go into the product 

and its complements; this means that the benefits perceived by a user depend on the contribution 

of suppliers, customers, rivals, complementors and all the actors involved in the value chain.  It 

may follow that, the firm bringing the novelty to the market can acquire a better position towards 



47 

 

coopetitors, rivals and potential new entrants (Capell, 2003). In this case, coopetitors find 

themselves in a dependency relation with the company, which has consequently more bargaining 

power in negotiations and transactions. A firm can take advantage of innovative ‘new games’ by 

(1) creating new ways of generating and appropriating new value; (2) offering the chance to build 

new resource and capabilities; (3) creating the potential for setting the basis for being a first-mover 

in a business, with its advantages and disadvantages; (4) having responses and reactions from old 

and new competitors; (5) creating characteristics and traits for the new environment (Afuah, 2009). 

 

The AVAC framework 

Consequently, Afuah (2009) defines a new game strategy as the interaction of four elements, such 

as activities, value, appropriability and change. The author, then, describes each of them and puts 

in evidence questions for the managers, in order to see whether these key areas are exploited. More 

precisely, pursuing corporate success means having an appropriable competitive advantage in the 

market; thus, appropriability is “the capacity of the firm to retain the added value it creates for its 

own benefit” (Kay, 1995, p. 181). Furthermore, a company’s new game strategy can be visualized 

through the AVAC organizing framework. The framework is used for easily displaying information 

that managers can use in order to make the appropriate decisions in line with the firm’s strategy 

(Afuah, 2009).  

 

Figure 7 – (Afuah, 2009, p. 39) 
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More in-depth, the Activities component of the framework inquiries, indeed, whether the right set 

of activities has been chosen and implemented. It follows that the value created by those activities 

should be unique, in order to make customers buy from the firm rather than from competitors 

(ibid.). 

The value component, then, questions whether the activities – collectively considered – create a 

desirable set of benefits for the customers. Being unique in this sense does not always guarantee 

profits; the company has to find a way to appropriate value, being aware of current and potential 

competition with rivals and coopetitors.   

Depending on whether the change has affected the core activities of a business, or ancillary ones, 

and how it did it, a firm has to evaluate its activities to see how they are performing and if they are 

profitable. The Appropriability component represents the company’s flexible reaction to change in 

activities, according to their financial efficiency. In reacting to these progressions from their 

surroundings, firms frequently present change in the manner in which they create value and make 

it profitable. Change is frequently started by business people or firms, through new game activities. 

Firms develop new items that make new markets or new enterprises, as well as topple the manner 

in which worth is made and appropriated in existing industries. 

 

In addition, Afuah (2009) explains how implementing the AVAC framework can help managers 

analyze the profitability of a business, brand, item etcetera. Here are the researcher’s findings: 

 

Compare outcomes: AVAC can be utilized to think about the gainfulness capability of various 

business procedures, units, brands, items, corporate techniques, innovations, organizations, 

acquisitions, advertisement segments, and so on. The AVAC investigation is especially appropriate 

for such examinations since it pinpoints the likely weaknesses and strengths of every activity and 

demonstrates what inquiries should be posed to cure the shortcomings and reinforce the strengths. 

 

Organizing platform for data: like most frameworks, AVAC can be an incredible sorting-out 

stage for showing information in some important manner for conversations before a choice is taken. 

For instance, before taking a significant vital choice, managers might need to talk about the benefit 

of the firm before the choice and contrast it with the anticipated productivity after the choice. An 
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AVAC empowers supervisors to see the previous and potential after by giving a typical stage and 

language to begin conversations. 

 

Strategic planning: strategic planning expands on the strategic investigation; that is, before 

making plans, a firm need, first, to comprehend its current system and productivity potential. 

Strategic decisions at that point follow. This procedure consists of pinpointing a company's 

strengths and weaknesses just as the opportunities and dangers regarding the AVAC's object of 

focus. 

 

The phenomenon of the long tail (Anderson, 2006) – described in chapter 3.2 - tells that it is 

possible for companies to make money but not who is more likely to do it and why (Afuah, 2009). 

A firm’s ability to compete and perform in the long tail depends on the industry in which it is 

competing and its industry factors, and the value creation and appropriability (ibid.). 

 

  



50 

 

04 SITUATION 

4.1 Film industry: traits and trends  

 

After defining the boundaries of the academic conversation around the topics of the business 

model, the long tail business and strategic innovation, this chapter aims at presenting basic notions 

of the film industry, the characteristics of the media business model and data regarding the Danish 

and Scandinavian market. The film industry, hence, is a very old business that has been deeply 

analyzed in all the steps of the value chain and it has been changing through the years because of 

many diverse reasons, which will be faced in the following section. 

First of all, the industry sector is divided into three sub-sectors: production, distribution and 

exhibition (Silver and Alpert, 2003). In the production sector the producer takes care of all the 

processes for bringing a film to life: he/she finds and develops the script in collaboration with 

directors; controls the copyright; manages cast and crew; raises production financing budgets and 

puts the ground for the film promotion. Subsequently, a distribution company acquires – with terms 

that vary for each product – the film rights and exploits it through different sales channels, that can 

be cinemas, home video, cable, satellite and network TV (ibid). The most important aspect that a 

distributor has to keep in mind is: when to acquire the rights for a film – if pre, during or post-

production - and for which countries. Strategies regarding this topic will be analyzed further in the 

paper. The exhibitors take care of the screening of the film, historically the most important ones 

are movie theatres that still represent a profitable business, which has been through a tough period 

of innovation and strategic decisions, especially due to the ever-changing technologies in the 

industry (ibid.).  

Indeed, the market is generally divided into few major companies and many small independent 

ones; the main trend involves the major companies dominating the industry through vertical 

integration and economies of scale (Silver and Alpert, 2003). By taking advantage of their financial 

power, the major studios have erected high entry barriers for new entrants in the market through 

the years. Today, however, if we consider production and distribution, thanks to many 

technological changes, things have been evolving differently in the two sectors. Apart from 

production and distribution processes, new opportunities have been considered in the past years 

and new ones are currently evaluated. From a lucrative point of view, a new environment and a 
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“more intricate phenomenon that includes a plethora of circuits and, possibly, revenue streams” 

(Iordanova, 2012, p. 1). 

Furthermore, the market is volatile, expensive and highly risky, that is why many companies had 

to change their business strategy (Silver and Alpert, 2003). In this market trajectory, the major 

actors have been involved in the acquisition of many independent titles – or just the ones produced 

by smaller studios – in order to enlarge and diversify their portfolio. In this sense, as it happens in 

other markets, having a big catalogue of products reduces the market risk and makes it easier to 

have a good appeal on distributors, theatres, video and television markets (ibid). It follows that 

many major actors often play their role of distributors, leaving the production to other players, 

exploiting the distribution and marketing capabilities of their sales channels (Friedman and Furey, 

2000). 

There have been many technological disruptions in the film industry and from the distribution point 

of view the main ones have been the advent of VCR, DVDs and the most recent one, VOD; which 

has drastically lowered the entry barriers to the market. 

As Silver and Alpert (2003) predicted, production and distribution reacted quite differently to this 

disruption: 

 

 In the film production sector, the introduction of low-cost digital video cameras has slashed 

costs and given to an increased number of players the possibility to access these processes. 

It helped the development of the independent side of the competition. 

 In the distribution sector the main change and future challenge is to manage an important 

piece of revenues that now is coming from the VOD, that offers many opportunities of 

revenues, customer management and financial exploitation of films.    

 

Additionally, what the authors affirmed – and that only partially happened – is that the “Net and 

the Web provide firms with the opportunity to disintermediate the value chain and eliminate the 

middleman” (Silver and Alpert, 2003, p. 61). This is not what exactly happened, we still live in a 

world where distribution companies, in the film industry, are necessary for many reasons and did 

not disappear because of the streaming and VOD revolution, but their business model has changed 

and adapted. 
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For sure, the independent scene is facing huge possibilities because of the diminishing number of 

intermediaries between the production and the audience. Plus, according to Iordanova (2012) 

distributors see themselves cut off from profitable opportunities and digital businesses are taking 

intermediaries’ spots and they are more likely to gain profits. In the creative industries, for instance, 

traditional distributors have lost most of their power in favour of digital markets and aggregation 

and social platforms (Lyubareva, 2014). 

With a digital distribution, indeed, independent producers have in their hand the chance to decide 

how to distribute their film and choose its release strategy. Silver and Alpert (2003) individuated 

three options for them 

 

 They can distribute the film themselves through internet of their own platform/website; 

 They can find an existing online distributor who will exploit this channel on their behalf; 

 They can partner up with other independents entities in charge of the distribution online 

and creating a digital cooperative online; 

 

The main consequences of the technological revolution are the new consumption of movies and 

the creation of digital streaming platforms; the film industry is desperately trying to re-adapt itself 

to this new scenario (Crisp and Menotti, 2015). Additionally, the phenomenon of the 

disintermediation is expanding: many platforms, indeed, are distributing content bypassing 

traditional distributors through direct sales online and self-publications (Lyubareva, 2014).  

As for distribution, digitization is demanding new ways of brokering and reformulation of the 

window strategy, plus upgrading cinemas’ technological standards and, in general, diversifying the 

business model. For instance, a big change that film companies had to face is how to manage the 

window period, namely the strategy applied by production and distribution companies for the 

release of the film. Thus, every channel used for making the film available for the audience has its 

own characteristics of costs, revenues and customer behaviours in consumption.  

On one hand, especially for blockbuster releases, the period of exclusivity is narrowing, indeed 

they are released sooner into the global market, in order to reduce competition and piracy (Crisp 

and Menotti, 2015). On the other hand, simultaneously the home entertainment business is very 
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lucrative, so that distributors have to strategize a mix of releases among different channels, in 

several windows and with price discrimination (Ulin, 2013).  

This aspect will be applied to Nordisk Film, deeply immersed in the European, Scandinavian and 

Danish market.  

As for film consumption, the audience’s demand is customized and adapted to the home 

entertainment, with a high freedom of choice, flexibility in use and basically unlimited access at a 

low price (Tapscott, 2009). Hence, changes in technology allowed a greater communication 

between producers and the audience, meaning that the content is better adapted to users’ needs and 

it has a positive impact on marketing and promoting (Lyubareva, 2014). 

In addition, Anderson (2006) outlined three rules for the new distribution model, in line with what 

expressed above: availability of massive catalogue with a wide range of titles; competitive pricing, 

compared to other distributors; flexible and customizable consumption. 

The ‘age of ubiquitous entertainment’, according to Crisp and Menotti (2015), presents the 

following features: 

 

 Change in consumer attitudes, that depends on a huge amount of content; 

 A continuous stream of technological innovations; 

 Record availability of data about consumers and tastes. A huge increase in catalogue 

availability and access to not just new films, but also old ones that have been digitised and 

adapted in format and quality standards; 

 An emerging audio-visual culture, with cheap equipment and widely available 

technologies. 

 The importance of social networks, allowing the aggregation of communities of interest 

and networks globally spread. 

 

The new market physiognomy is conducting the industry towards a polarization of film content: 

on one side we have, indeed, the big blockbuster Hollywood productions – with high costs and 

value – made and screened for the big theatrical screens. On the other hand, independent and niche 

productions, which have a big appeal for the home entertainment business model, namely VOD 

(Bernstein, 2013). 
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4.2 Media Business Models and consumer behaviour 

 

This section is aimed at presenting the main traits of the media industry and a general overview of 

the topics shown in depth in the ‘Result’ chapter, and their application to the case study, in the 

‘Discussion’ chapter. 

Branston and Stafford (2010) defined media industries as a group of enterprises that produce both 

physical goods – such as magazines, DVDs and video games – and ‘live experiences’, as well as 

offering services connected to media production and distribution. The ecosystem and network of 

media actors is based on a high relevance of collaborations among these entities, that interact also 

with institutions and governments, customers and audience and cultural intermediaries, like critics 

and commentators (ibid.). 

After evaluating how technology changed specifically the film industry, we are now evaluating 

how information technology development is shaping the bigger market of media, that includes the 

film one. McPhillips et al. (2008) delineated the new trend in the media sector as ‘media 

convergence’, seen as the ability to distribute different media channels through one digital 

platform. Historically, broadcasting content such as radio, television and the internet have been 

consumed via different sources, but today there is a digitization of content that can be purchased 

and consumed into the same platform (ibid). The starting point for the authors is the definition of 

the traditional media business model, whose peculiarities have been listed as follows: 

 

 Media owners that are providing consumers with entertainment content 

 Consumers that are paying for the content 

 External companies that, accessing the content producers’ audience data, can advertise 

 Institutions and governments, setting rules and parameters of the market 

 

Again McPhillip et al. (2008) connected current trend and strategic opportunities within the media 

convergence territory. Such strategic implications refer to trends involving three groups of 

stakeholders: “media industry-driven trends, consumer-driven trends, and advertiser-driven trends” 

(McPhillip et al., 2008, p. 242). More specifically, from the media industry point of view, five main 
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trends are reshaping the market: globalisation, horizontal integration and vertical disintegration, 

consolidation of ownership, and the creation of new media channels (ibid.). 

 

Globalisation 

Globalisation helped the growth of many markets and businesses: from the demand side, firms got 

closer to the customers and purchases and trades were accomplished electronically. From the 

supply side, operations can be outsourced, optimized through collaborations and improved by 

creaking down the value chain. 

 

Horizontal Integration 

The new technologies are facilitating horizontal integration, meaning to control over other 

companies working in the media sector (Branston and Stafford, 2010). To some extent, due to the 

convergence, media have all merged and the media owner can have a big power on this new merged 

field. 

 

Consolidation of ownership 

With the development of technology, the structural changes of mergers and acquisitions will keep 

redefining the market. In the media industry, according to McPhillips et al. (2008), the mass market 

will be dominated by few actors, and a big part of the productions will be niche and 

specialist/independent productions. The direction individuated is a polarization of the industry 

structure: global conglomerates and small independent media owners coexisting together (ibid). 

For the ones which are focusing on differentiation, protection from competition can come from 

excelling in a particular area and by erecting entry barriers in that field of specialization (ibid.). 

 

Vertical disintegration 

While having horizontal integration, vertical disintegration is likely to affect the industry. Media 

owners, indeed, have possessed the whole value-chain, from production, marketing and promotion, 

and distribution. Digitalization is lowering production costs, so that producers do not rely as much 

on media owners and, at the same time, the internet offers a direct way to market (ibid.). Producers 
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can make and market their content independently, in a more or less profitable way, bypassing media 

owners.   

 

The creation of new media channels 

As the technology changes, new media channels are created and also the reaction of media owners 

should be strategized according to market goals. In this scenario, strategies can be of three kinds: 

1) a ‘dumping’ strategy, where a company promotes a new product and focuses on a market where 

to grow; 2) a ‘domination’ strategy, thanks to cut in costs because of economies of scale, an 

enterprise can lower down prices and drive sales; 3) an ‘umbrella’ strategy, where firms are 

charging a high price until the rise of a new entrant, aiming at recoup investments (McPhillips et 

al., 2008).     

 

Consumer trends and opportunities 

McPhillips et al. (2008), then, explained how technology disruptions are changing the market and 

how customers are involved and affected by this new environment. Consumers, indeed, can decide 

nowadays the content they want to enjoy, where and when they want to consume it and, now, the 

question is how companies can adapt to the new customers’ behaviour and make their impact on 

them profitable (ibid). The key is to create an audience-centric service, based on their current needs, 

the latent and future ones. 

Following the shift in needs and wants of the audience, the industry had to step up to new market 

trends: democratisation of content, user-generated content, personalisation of schedules, social 

networking and divergence of consumer groups (McPhillips et al, 2008). 

 

Democratisation of content 

Media convergence enables a new way of content sharing among digital platforms users, who can 

easily access as well as upload entertainment content on the internet (ibid.). The biggest threat for 

the media industry is the sharing of professional content, which is free of charge and advertising; 

producers, indeed, are not remunerated. 
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User-generated content 

It follows then, that users are empowered to produce and distribute their own content. As stated in 

the film industry section, production costs have dramatically fallen and the internet distribution 

made it easier to reach a wider audience. The user-generated content has created a lot of concern 

for the majors in the market, but it could lead definitely to both challenges and opportunities (ibid.). 

 

Personalization of schedules 

Media owners are aiming at creating a customized service for the customers, it is considered a 

critical aspect to give customers flexibility to choose the relevant parts of an offer and how, when 

and where to consume a product. This is the consequence of the fact that content has become more 

mobile: it can be streamed to a mobile phone, through a wireless connection; TV streaming devices 

made content available on a computer from their cable TV, satellite and so on. 

 

Social networking 

Peer to peer engagement (P2P) is a fundamental aspect that has to be considered by the media 

firms. It is used both for knowing consumers’ behaviours – while producing content – and in order 

to create brand and product awareness among the audience when the content is ready to be 

purchased and consumed.   

The creation of online communities represents a powerful option for reinforcing marketing 

strategies and spreading a brand or a title by exploiting the ability to engage openly with customers. 

 

Divergence of consumer groups 

The audience and digital consumers can be generally divided into two groups: the active and the 

passive ones. The actives are the ones that rely the most on technology, that they use not only for 

entertainment but also for supporting their social network. They tend to consume entertainment 

products simultaneously on many channels and devices. The passive audience, instead, is satisfied 

with the current entertainment experience, with the TV as the centre of the entertainment 

experience. 
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Finally, according to Branston and Stafford (2010), it follows that the big challenge in the long run 

is to understand whether it will be more profitable to be a content provider or to own rights or a 

TV channel, so being a content carrier. 

 

4.3 Market Data 

 

The following chapter aims at showing some market data and defining the main trends that are 

currently shaping the film industry. Hence, in a US production-driven market, the focus is put on 

the Scandinavian market, in order to compare consumers’ behaviour in regards to theatrical sales, 

funds and film consumption. 

 

 

  Table 2 - (Marchè du film 2019: Focus - World Film Market Trends, p. 38) 

 

Table 2 compares the five Nordic countries and it highlights how they performed in 2018. The 

most significant data show how Denmark represents a powerful and profitable market in this area; 

indeed, it is second - after Sweden - by number of screens, digital screens and digital 3D screens 

and consequently gross box office incomes. A critical index showed is the national market share, 

namely the percentage of the local films screened during the year out of all the films viewed by 

consumers.  
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As we can see, Denmark leads with almost 30%, followed by Norway and Finland - respectively 

25.1% and 23.6% - while Sweden and Iceland seem to have a lower percentage of local content. 

 

 Figure 8 - (Marchè du Film Report 2019, p. 38) 

 

Also from the production point of view (Figure 8), Denmark is the leader in the Nordics between 

2014 and 2018, with 2017 the only exception, that saw Sweden with 68 films against the 54 

produced by Danish companies. The chart, in addition, includes feature films, minority co-

productions and feature documentaries (ibid.). 

Following the path of the research, some data regarding the new consumption methods will be 

shown. The comparison here includes the Nordic countries and other main countries and big 

producers, such as the US, UK and Germany. The main insight is that - as a common trend among 

these countries - consumers are changing the way they approach audiovisual products, both in 

terms of device used and content.  

 

Then, Figure 9 below shows how traditional TV between 2017 and 2018 seems to represent a stable 

business, except for US and Denmark, where TV content consumption has generally decreased, by 

10% and 6%. Hence, when referring to the audiovisual market, computer, tablet, mobile and 

smartwatch can be considered as substitute products. Many consumers, moreover, tend to use a 
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second device while watching TV; mobile is the preferred second screen, followed by computer, 

tablet and smartwatch (ibid.).   

 

 

  Figure 9 – (AudioProject: Insights 2019 - Traditional TV, online video & streaming, p. 11) 

 

We can observe how the availability of internet and new and cheap devices is, then, strongly 

affecting the transition from traditional TV channels to online videos and streaming or download 

of TV series or films. By overlapping the variables of age and country, the results prove that the 

new generation of younger people is most likely to watch online videos (Figure 10) and that 

streaming is more common than traditional TV in Denmark, Sweden and Norway among the 

population considered, between fifteen and twenty-five years old (Figure 11). 
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Figure 10 – (AudioProject: Insights 2019 - Traditional TV, online video & streaming, p. 23) 

 

 

 

Figure 11 – (AudioProject: Insights 2019 - Traditional TV, online video & streaming, p. 38) 

 

Furthermore, Figure 12 shows that, in the Nordics, between 82% (in Denmark) and 91% (in 

Norway) of the interviewees watched at least the same amount of online videos, in 2018, compared 

to the previous year. The US, UK and Germany follow the same trend too. As for streaming or 

download, the countries analyzed present the same behaviour: only between approximately 14 and 

21% of the interviewees streamed or downloaded less than in 2017. 
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Figure 12 – (AudioProject: Insights 2019 - Traditional TV, online video & streaming, p. 39) 

 

A large portion of data is gathered from national institutes of each country as an object of the 

analysis. In Denmark, the Danish Film Institute (DFI) is in charge of regulating the market and 

promoting the national film industry.  As stated by the DFI in the annual report of 2019, Danish 

films had a strong year at the box office - a market dominated by US releases - in 2018, with a 

slight decrease compared to the previous years. In addition to this, Denmark landed in fourth spot 

among the top ten European countries with largest domestic market share, in 2018 (Figure 13).  

 

 
Figure 13 – (Facts and Figures 2019 - Danish Film Institute, p. 8) 
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05 ANALYSIS  

 

In this chapter we present the data that we gathered with the purpose of answering the research 

question. We know that “the model changed all of a sudden because consumer habits changed. So 

that was a big difference for us” (Klaus Odegaard, 6:15). The differences and evolutions of the 

model caused by the changes in consumer habits happening thanks to digitalization are shown in 

the following sections. We identified certain areas of Nordisk Film’s business that were particularly 

affected in the past years and that will keep evolving due to the digitalization of movies 

consumption. The areas are customers, audience, cost structures, revenue streams and content 

strategy. 

When studying the customers, we refer to the companies that acquire the rights of Nordisk Film’s 

movies and sell it to the audience. As the VP of Nordic Sales says, “we are mainly a B2B business. 

So we have partners that distribute our rights to end consumers.” (Adrian Mandrup, 5:35). Those 

partners are companies of various kinds and we will describe them in the sections below. After 

talking with Nordisk Film managers it is clear that there is a relationship truly similar to a 

partnership with those customers. In the phrase cited above Adrian Mandrup refers to them as 

partners and also the CFO of Nordisk Film distribution says that: “with the SVOD platforms and 

the TV channels, we try to take much more of a partnership-based approach” (Morgan Hadebank, 

2:20). Therefore, even if they are customers that buy the company’s product, they are often very 

involved throughout the whole production process. 

On the other side there is the audience that is the final consumer of movies, those are all the people 

that go to the movie theaters, that subscribe to SVOD platforms, that watch a movie on linear TV 

or that purchase a movie on a digital retailer. Thanks to digitalization they also became Nordisk 

Film’s direct customer and the company is strengthening its direct relationship with them. In this 

and the following chapters we will name customers the B2B customers and audience the B2C 

customers. Appendix 3 contains all the interview transcriptions used and cited in this chapter. 
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5.1 B2B Customers 

  

The first set of data that we are going to analyze is the one regarding the strategic change in 

customers and the related adaptations of the general strategy and business model. 

The revolution in the home entertainment market is primarily given by the drastic decrease in the 

amount of DVDs sold. New technologies have given the audience new means of watching movies 

at home. As the CEO of Nordisk film production says, “the home entertainment market has really 

gone through some changes. […] Because we were used to a very large physical sale of DVDs and 

- if we had a quite popular Danish film - we could easily sell 100,000 DVDs; that's a big number 

in Denmark because we are only, you know, 5 or 6 million inhabitants. So that's really something.” 

(Henrik Zein, 00:59).  

The new technologies mentioned above are the ones brought by the streaming platforms. “One big 

thing that happened is that Netflix entered the stage, I think it was 2012. Immediately we could see 

that it would have had a huge impact on physical DVDs, which used to be the bread and butter of 

the film business” (Klaus Odegaard, 6:15). DVD used to be the main way in which movies were 

sold and nowadays they are almost not sold anymore: “today DVD is almost gone, there is still a 

little bit of business, but it's almost gone in our territory. So that changed a lot. So we went from 

physical retailers as our customers to digital retailers. Like iTunes, iTunes also came into the 

Nordics in 2012, or Blockbuster that is owned by TDC, the big telecom company in Denmark, that 

is also a digital retail.” (Adrian Mandrup, 7:18).  

This phrase from the VP of Nordic Sales of Nordisk Film presents the first big switch in customers. 

Because of this shift from DVDs to digital the company had to adapt and they had to start 

concluding deals with a different kind of customers, substituting physical retailers with digital 

retailers. “It used to be the big retailers, the hardware chains, the supermarkets, the hypermarkets, 

they were the big DVD retailers. That of course changed dramatically” (Klaus Odegaard, 11:25). 

These kinds of companies listed by Klaus Odegaard used to be the primary customers and partners 

for Nordisk Film. The end of the relationship with them created a whole revolution in the model 

since those customers were of fundamental strategic importance; “we've been able to turn around 

the business from a DVD business which was really important for us. Now we have been able to 
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turn that around to make up for that in terms of digital models, like the iTunes model and like the 

SVOD or Netflix model.” (Adrian Mandrup, 9:11). 

  

The second important shift that was evident from our data was a transition from traditional 

television broadcasters towards modern SVOD platforms. “TV channels are kind of going away, 

being replaced by SVOD services” (Morgan Hadebank, 17:49) so “the business today in terms of 

SVOD and TV is maybe 80 to 20 or something like that.” (Adrian Mandrup, 7:18). Some of the 

older broadcasters had to adapt and change their model as with the case of Viaplay: “you would 

have called ViaSat or ViaPlay, a pay TV, but now they've changed and so they have more of a 

subscription VOD model. So they're more in the SVOD market.” (Morgan Hadebank, 17:49). 

Therefore, all the main traditional broadcasters are still having an important role in the in the 

industry but they had to adapt and often their dominant position was threatened; the producer Trin 

Hjortkjær Thoms told us that “you still see the local players because they need to build up their 

platform as well, they're going into streaming” (Trin Hjortkjær Thomsen, 21:35). Nevertheless, 

they lost many rights for movies that now are sold to new VOD platforms. For example, Nordisk 

Film has now an output deal, that is when all the production is sold to one customer, with YouSee; 

as the producer Caroline Eybye told us: “then we have an output deal with the YouSee; they are 

our TV station distributor, even though they are not like an old TV station, but they take all our 

titles after theatrical release for the Scandinavian market” (Caroline Eybye, 7:15). In the following 

paragraphs we will see more precisely how Nordisk Film is changing its customers and what are 

the characteristics of the relationship with them now compared to how it used to be. 

  

This switch in costumers is caused both by the shift from DVDs towards EST and TVOD and also 

by a shift from traditional broadcasts in favor of new SVOD platforms. “All of a sudden we're 

dealing with completely different customers than we used to” (Klaus Odegaard, 11:25); the new 

costumers are radically different from the old ones and this has many implications on their 

relationship with them. “As you know, Apple is entering media; Amazon has entered media; also 

Netflix of course is a prime example. So the tech industry is entering in the media business and that 

to lot of turmoil” (Adrian Mandrup, 29:10). 
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The CEO of Nordisk Film productions and other managers that we interviewed told us the names 

of their customers now that are “the Scandinavian streaming services like ViaPlay and YouSee, 

TV2 Sumo in Norway and then the other main actors like Apple and Netflix, HBO and so on” 

(Henrik Zein, 9:31). This created a different scenario also in how the company finds its customers 

and builds a relationship with them. Nowadays it is fundamental to improve the relationship with 

the streaming platform and cooperate with a higher number of them: “I think they (the distribution 

department) need to have a closer collaboration with all the streaming platforms right now and 

know what's going to happen next because they need to sell the films to the new platforms. Our 

sales agents say that before you could go to a film festival and promote your film and that would 

be very easy to sell it. But that's not the case anymore.” (Caroline Eybye, 14:45). We mentioned 

earlier the deal with YouSee; that contract is a salient example of the strategic importance of a shift 

in partners. Adrian Mandrup told us that they “had from many years ViaPlay as a partner on our 

first pay. […] What do we do now is we've made one deal in Denmark with YouSee […] So with 

YouSee in Denmark we are interested in how much we can expand that relationship because they 

also have the streaming channels” (Adrian Mandrup, 35:22). The new deal with YouSee was 

signed because of the opportunity that this other company could give them in the future since they 

operate a platform that combines packages with different streaming services providers. 

Those new partners are often involved in the production process with the purpose of creating a 

stronger relationship with them and creating the most appropriate content for them. “We're 

modifying our approach and trying to involve them in our process at an earlier stage and having 

them be involved by keeping them updated on what types of content is in the pipeline before the 

production is finished; what we're looking to buy from a finished product as well and just trying to 

involve them in the content curation process with the focus of making sure that we are able to 

renew our contract with them” (Morgan Hadebank, 2:20).  

Having a customer that is more aware of what is being produced and on certain occasions enabling 

him to have a say in the production would surely facilitate any possible future collaborations. 

However, how much those actors participate in the production process depends on some factors as 

how much they finance and on the creatives’ preferences: “some heavily involved and some less 

heavily involved; it depends on how much of the financing they have brought up and also whether 
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or not the creatives out there, that actually do this and actually have the story to tell, how they 

appreciate them being in or not being in” (Adrian Mandrup, 54:10)  

It is important to regularly meet the customers and talk about the distribution process. Nordisk film 

meets at least four times a year with the TVOD or EST platforms to discuss the general terms of 

the distribution process “we meet them on a regular basis once a quarter. That's the transactional, 

because we have around 50, 55 releases a year, on home entertainment, which means that there 

are a lot of titles going through and we virtually have, as you can imagine, a new release title each 

week. So every quarter we discuss with the retailers what we are going to do in terms of marketing; 

what we are going to do in terms of the release activities; what are we going to do in terms of 

trying to level out all the investments over the year. So that is an ongoing discussion” (ibid.) 

  

One important advantage of dealing with VOD platforms is that often companies sell them content 

in a non-exclusive way, “so we can sell, you know, both to Apple, to Netflix, to them all but it would 

be non-exclusive” (Henrik Zein, 42:18). This means that those companies are able to have the 

content sold by Nordisk Film on their platform, but this does not prevent other competitors from 

acquiring the content as well.  It occurs especially with older content and not with new releases. 

This is the reason why there is an opportunity now to have deals with a larger number of customers. 

Sometimes producers can actually offer packages of more movies together for example “if you 

have 10 films within that category, you can bundle all of them together and make a nice package 

for Netflix” (Klaus Odegaard, 32:02). This can be extremely convenient in older movies that in the 

past would not have been bought at that stage, representing in this way an additional opportunity. 

Another element that influences the relationship between the streaming platforms and Nordisk Film 

is their large request for content. The business developer director of the company told us that “our 

clients so the distributors, the streaming services, they can't only buy expensive TV drama and they 

need a lot of volume, they need to have lot on their shelves” (Rikke Crosby, 14:35). The continuous 

request for content can strengthen the relationship between the two parties and can make it easier 

for the platform to quickly accept the production of films or TV series if they already had a positive 

experience with Nordisk Film.  

This leads to another aspect that we discovered in our interviews: often Netflix and other streaming 

platforms that are buying the exclusive rights for a movie can quickly decide if they want the movie 
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or TV series and fully pay for it. “I'll pitch that idea for Netflix that you can expect a quick yes or 

no. So my experience is that they're very efficient.” (Trin Hjortkjær Thomsen, 28:07) this is quite 

different compared to when Nordisk sells to the traditional broadcasters “when they (Netflix) 

finally set their eyes on something they like, they're able to just make it happen very quickly 

compared to the public broadcasters such as DR or TV2. So that kind of shifts the dynamic and 

also it means that the public broadcasters, they have to be very aware of not losing the best talent, 

writers, directors, actors, producers to all the new streaming services, because they're very 

aggressive.” (Trin Hjortkjær Thomsen, 13:16).  

Another characteristics of the traditional broadcasters is that often producers have to combine a 

variety of financings from the different broadcasters and public funds. The producer of Zentropa 

Louise Vesth says that “you can be a production service partner and just sell your content to a 

streaming service and get fully paid, which is much easier than traveling around trying to get 20 

different businesses to invest in your movie” (Louise Vesth, 27:58).  

This can be extremely difficult to manage and the time in which the company has to wait before 

being able to start producing is substantially longer and during this process the producers risk to 

lose their talents “of course you can take a risk and make sure that they (the creative talents) have 

something to do in the waiting time, but you don't know if it's going to be a yes or a no from the 

funds. So it's really difficult to foresee when the green light will come. […] Then on the other side 

you have the one stop shop players” (Trin Hjortkjær Thomsen, 21:35); having many different 

partners can be also a disadvantage during the production process because all they all have a say, 

“it's just a lot of coordination and it can be frustrating, especially for the creatives, when you have 

that many partners who sometimes don't agree or that are not coordinated time-wise; compared to 

Netflix or other one stop shop scenario where you have one partner. But then again that one partner 

can have a lot of power because they came with all the money. So it's very hard to say what's best 

or more easy to manage. It's just two different modes of financing and also modes of managing the 

process both financially but also creatively” (Trin Hjortkjær Thomsen, 18:18). Therefore, the 

disadvantage of having one single production partner providing all the financing can also be 

difficult because they have a lot of power to decide and often they are extremely present during the 

production process, “what I hear is that they (Netflix) are very involved in every matter” (Trin 

Hjortkjær Thomsen, 13:16) 
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Employees also explained to us how the bargaining power with those customers is now compared 

to what it was before. “Today I think you can say that the bargaining power in terms of the 

transactional business, so the iTunes or the Blockbuster, even though the market share is a bit less, 

it's virtually the same. It's, you know, a scattered out industry, so bargaining power is the same 

let's say” (Adrian Mandrup, 9:11).  

This is regarding EST and TVOD, if we observe television and the large SVOD streaming 

platforms something changed: “In terms of the TV and SVOD it's maybe a bit less because when 

you dealt only with feature films and series that was also a big business, but today it is seriously 

so much bigger on SVOD. So I'd say that the bargaining power from a feature film, which we do 

the most, it is less than it was before” (ibid.). This happened because the business is even larger 

than it used to be. On the other side the current market conditions enabled companies like Nordisk 

Film to have a greater bargaining power with smaller streaming platforms. The reason is that they 

also need a large number of movies and TV series in order to compete with the big platforms; some 

of them should also be owned exclusively to attract a larger audience. “They're in the position 

where they're desperate for content and they, in order to be able to raise their profile, probably 

need exclusive content. In order for them to have exclusive content they're going to need to pay 

more than Netflix would pay. So that gives us the bargaining power” (Morgan Hadebank, 7:33). 

There are also new opportunities for movies that would not have been sold in the past, increasing 

the amount of contracts with the new partners. “The Film Institute is more open on not giving a 

film a theatrical distribution, because sometimes it's a very small film and it would just kill it. If 

there's only 200 people watching it in the cinema, then it's much better just to go on iTunes, for 

example, or Blockbuster. So we can look at each film as a special case, I guess.” (Carolie Eybye, 

4:56). The solution now would be to sell those titles directly to VOD platforms: “Some films don't 

really have a theatrical fit and so they get released directly to VOD or SVOD” (Morgan Hadebank, 

4:18) 

  

Nowadays large streaming SVOD platforms wish to outsource production contacting directly part 

of the creative and hiring a production company at a subsequent stage. “These new streaming 

services and new players, because they want to have like a smooth process, they go directly to the 
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creators. […] it's a not very ideal scenario where you come in that late as a producer taking 

eventually all the risks of production, but you haven't been there from the start.” (Trin Hjortkjær 

Thomsen, 31:15).  

Also one of the founders of A. Film told us that “the streaming services like Netflix and stuff like 

that is that they want to own the product. So the role of the producer is different and also for all 

the creatives, directors etcetera. That's a model that has not really found its final solution” (Anders 

Mastrup, 27:59). So what practically happens is that “now they want to have this model here that 

Netflix just goes to the producer and orders, let’s say, the physical production of the film. Then 

they deal with the creatives separately so they don't have the middle man, which is the producer”. 

(Anders Mastrup, 27:59).  

As it can be seen from the previous phrase of Trin Hjortkjær Thomsen, it is not an ideal scenario 

and producers in general prefer not to work with those terms. This was made particularly clear also 

in the interview with Louise Vesth that states: “I don't want to produce film with Netflix because 

they take all the rights. So I don't want to be a production service provider. That's totally not 

interesting for me. I want to make sure that I know who is watching my film, where and why. I'm 

not kind of a data income machine for Netflix.” (Louise Vesth, 19:51). This new way of producing 

occasionally adopted by the large streaming services providers could become more common in the 

future and producers should be ready for an additional shift in the relationship with SVOD 

platforms. 

  

Another peculiar aspect that emerged from the interviews is that movies are released in a specific 

way; it is a multi-step process regulated by industry rules and contracts, “there is a very fixed recipe 

on how you can present the project for the audience.” (Carolie Eybye, 4:56). The different time 

frames in which a movie reaches the audiences through different means are called windows. Adrian 

Mandrup gave us a detailed description of how the different steps are “the movie business has a 

value chain that is divided in two windows. So once we acquire a film it goes through, let's say 

several parts of a commercial window. So it starts, if it's a theatrical release, that's the first window 

and then it goes to what we call the home entertainment. So the audience buys that on a 

transactional basis. […] You buy your film or you rent your film in home entertainment and then 

it goes towards the SVOD or TV windows. In our territory it is defined by the first pay window, 
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that's the premium SVOD nowadays. In earlier days pay-TV was a linear release. That's an 

exclusive window […] Typically the size of the window would be 12 months. Then it goes 'second 

pay' that is another exclusive window. That could be, for example, Viaplay in our territory” (Adrian 

Mandrup, 2:51). This can be seen as a five steps process: “There is a theatrical release and a home 

entertainment release. Then there is TV, a pay TV and then there's a free TV and then there is a 

catalog period after that” (Klaus Odegaard, 31:13). Those steps were also subject to some 

important changes in the last years. A shift in partners, which earlier would have had a longer 

dedicated window, now have lost a part of it. “The old way is that then it would go to free TV. […] 

So the 'second pay' would be for six months and the free TV window would typically be for three 

years. But what happened is that after linear is not doing so well anymore, we have seen that 

window split up to two different types of windows. So now either you see it go to free TV or you 

could see go to other SVOD, typically in a non-exclusive window. So there would be first, second 

and then non-exclusive. Then there can be a myriad of different SVOD operators or free TV stations 

that will distribute the film in a non-exclusive way” (Adrian Mandrup 4:13). The free TV space 

was partially replaced by the new actors.  

Furthermore, the windows became shorter in order to take advantage of the marketing investments 

made for the theatrical release “we're trying to move everything so that you actually use most of 

your marketing money when you put it up in the cinema, if it is a film and then you actually take 

advantage of it because you come very close to the next window.” (Anders Mastrup, 25:32). The 

digital retailers’ exclusive period became shorter as well compared to what it used to be earlier 

with physical retailers. “So you've seen that the home entertainment windows squeezed because 

the time from where your release from the theatrical to home entertainment, it's still four months. 

It's been that for many years. So the tail of home entertainment has been squeezed due to SVOD 

and the first window, the first pay window premieres earlier” (Adrian Mandrup 21:40). There is a 

substantial pressure from the SVOD services that caused an additional change in the relationship 

with the different partners in the release strategy. 
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5.2 B2C Customers 

 

The interviews we conducted show another main topic, that is the audience and their change in 

taste and ways of consuming films. In the paragraph ‘Audience Behaviour’, indeed, the focus is on 

the effort that Nordisk Film, both production and distribution, is putting in studying and 

understanding its audience and reaching it through marketing activities. The second one, instead, 

is focused on the reflection of audience insights on the changes in content and the way of 

distributing films.  

  

5.2.1 Audience Behaviour 

 

The drastic changes in the film industry of the last decade were of different nature, on one hand the 

production of a film has included in the process new equipment and shooting techniques and, on 

the other hand, the distribution has been shaped by the technological development that gave rise to 

the streaming business. These two businesses have always highly interfered and influenced each 

other, but in the last years, new possibilities of profit have risen and the whole film's processes and 

consumption method have changed. “I think that one of the important points is that we are one of 

the industries that have seen that consumers and the needs of consumers have changed a lot” 

(Adrian Mandrup, 27:10).  

In this scenario, indeed, Nordisk Film, leader in the Scandinavian market, has put – and will put in 

the future – a lot of resources in studying customer insights, through a strong collaboration between 

the two departments, namely Nordisk Film Production and Distribution. From the CEO’s and 

producers’ perspective, “in some way we interfere with the audience. We don’t look at them as 

customers, but more like an audience or who is this film for” (Henrik Zein, 00:59). Indeed, the 

distribution department has very strong tools for testing audience tastes and insights, “So they (the 

distribution department) know how people see the film, by going to the theatre, to the cinema and 

social events. And, what they like when they go there… So they're very close to the consumer. So 

we rely on their knowledge into the theatrical market” (ibid.). Hence, by knowing the audience 

behaviour, it is easier for the distribution side of Nordisk Film to predict whether a film is going to 

be a success or not.   
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Clearly, understanding the audience and adapting to this is an ongoing process and the company is 

aiming to heavily invest on customer service and software for facilitating communication with film 

consumers. In addition, many marketing activities are implemented, “So marketing for each 

individual film is what we do… We have a very, very elaborate set up when it comes to consumer 

insights. So media habits, film habits, preferences, you know, we do ordinary segmentation, on our 

own segmentation models and not just on the theatres, but actually on the subsequent windows as 

well” (Klaus Odegaard, 4:14). Every film is a unique and peculiar product, that is why each of 

them requires an individual marketing approach, as well as release strategy. 

 

The objective is to define the traits of different target personas, from film content preferences to 

consumption behaviour: “we are trying to build bridges so we can actually see what is the 

consumer journey” (Adrian Mandrup, 12:56). As for now, although the distribution department 

has acquired a big knowledge, it does not have a direct relationship with the audience, apart from 

social media channels. In order to address this issue, Nordisk Film is partnering up with theatres 

“to see if we can combine data to know what audiences actually buy tickets for our movies so we 

don't chase them with unnecessary commercials” (Klaus Odegaard, 5:05); then – depending on the 

ticket sold and the film viewed - they create lookalikes and pools of consumers with similar tastes. 

As stated above, the two departments work very close together, so all the data coming from 

marketing activities and tests are directed to the management of the production side of the business, 

in order to “kind of provide some input in what types of films are working with types of films are 

not working, where, what types of films should be putting into production, maybe what types of 

films should not be going into production” (Morgan Hadebank, 12:24). 

 

From a territorial point of view, Nordisk Film plays an important role in the Nordic scene, where 

every country has its own peculiarities “…now we have a large knowledge for the three countries, 

Denmark, Norway and Sweden, in many ways they are equal, but they are also very different” 

(Henrik Zein, 49:25).  

The market mainly covered in this perspective by the firm is Scandinavia, for instance, the CEO 

explained us the relation between film content and Nordisk Film market share; here are some of 

his words: “In Denmark we've had in a very long period, we can see that the market share of 
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Danish films are almost 30%, which means that 30% of all tickets sold in Denmark are Danish 

film, so that's a high number. I think, only in Europe, perhaps France is higher than that. So that 

means that we have a really consistent audience for our films” (Henrik Zein, 44:43); “And I think 

in Norway it's between 20 or 25% - it has been a little down in 2019 and we are looking lit into a 

little into what could that be caused by” (ibid.); while the market is giving good responses in 

Denmark and Norway, in Sweden the business is facing some issues: “And in Sweden it's an 

absolute disaster, in 2019 the market share was 13%, which is really low” (ibid.). 

  

Nordisk Film, also, takes care of the distribution of other companies in the Nordics, we had the 

chance to meet and interview Louise Vesth, the producer of a famous Danish production company 

Zentropa Productions. As a producer, she is involved as well in the marketing of her films among 

the Danish audience, indeed, she recognises the importance of the future audience while producing 

a movie. 

Hence, as for the content, she stated “we tried to keep in mind that it has to open itself towards an 

audience which can be small or bigger, but at least it needs to be vital and appealing to an 

audience” (Louise Vesth, 07:37). In this sense, the end users play an important role since the 

genesis of the film, but, they “work a lot with the audience also in the post-production when we 

are editing the film, we invite a lot of audiences to come and watch the film so we can react 

depending on that” (ibid.). 

  

Furthermore, the interviewees tent to highlight an important aspect that defined a new set of rules 

and mind-set for film companies, indeed “that now we feel that we are in a culture where people 

are more used not to own things but have access to it anywhere, anytime” (Henrik Zein, 00:59). 

“So we are getting used to the way that we consume things that just if we have access to it, we don't 

need to own them. So that's a new thing” (Henrik Zein, 00:59), the subscription economy, in fact, 

has affected many businesses, for example private transportation, like cars and bikes, or 

accommodations and music. 

  

From the distribution point of view, there has not been a shift from film consumers buying DVDs 

and building their library to consumers purchasing and owning digital copies of them. Even if the 
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willingness to pay remained the same, the end users switched mainly to SVOD platforms: “people 

that used to buy DVDs don't just turn around and buy a digital copy of the film. That kind of 

consumer behaviour has changed. People aren't building DVD libraries like they used to…But I 

wouldn’t say that they're ready to pay less money compared to where they were in to pay with 

DVDs. Nowadays in general, I think people are willing to pay the same amount for the people who 

want to do that” (Morgan Hadebank, 34:00).  

Hence, the rise of the subscription economy and the change in behaviour of consumers have driven 

the market from physical to digital, with the consequent decrease of DVDs and Blue Ray disks 

sales: “everything is moving towards that subscription model” (Morgan Hadebank, 35:24). 

Therefore, Nordisk Film is in a position where it could exploit huge market possibilities in 

Scandinavia and at the same time face many challenges. According to Henrik Zein “now we see 

the changes that people who used to buy a physical DVD and have a collection at home and could 

see this film once in a while, they are not going to buy the film electronically. We have this new 

possibility that is EST, electronic sell through” (Henrik Zein, 00:59). The home entertainment is a 

fast-growing business, that has not expressed its own potential yet: “the thing with home 

entertainment is that consumer awareness is still fairly low, so we believe that we're able to grow 

consumer awareness for home entertainment, the digital home entertainment, we have been able 

to grow that market as well” (Adrian Mandrup, 19:02). 

The income possibilities coming from EST, so purchase for single download, has still been 

analysed and discussed: “But as I see it as a film producer it's complicated this EST, the customers 

don't understand it” (Henrik Zein, 00:59). This is due to, first, competition between the different 

commercial windows – so EST and SVOD – and technological barriers: “as I see it as a film 

producer it's complicated this EST, the customers don't understand it. And if you buy a film on 

Apple, you can only use it on Mac products for example, which is a problem if you have a Samsung 

TV or you know, smart TV, so this, it's not clear if you buy a film, how is that going to work on, 

there's no regulation on that market to watch it through their platform” (Henrik Zein, 00:59).  

 

The company, then, is trying to concentrate its marketing effort in studying consumers’ behaviours 

and exploiting their purchasing power through the right consumption method depending on the 

content, quality and production of each film. The experts’ words, mentioned above, express the 
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managerial perspective on finding the right audience for a film and distributing it through a proper 

channel. Here there is – instead – a producer’s position in regards to this: “I think it has to match. 

I have to have a feeling that my product, my film is going to the right end-users and that has to do 

with the distributor” (Louise Vesth, 15:51). 

 

5.2.2 Content Strategy 

 

This section shows how the production of films has been affected by the new consumers’ 

behaviours and the consequences on content. Depending on the content itself, then, it follows that 

each movie goes through different commercial windows, in collaboration with theatres, streaming 

platforms and in-house channels. The starting point for a production company is producing high 

quality content: “In production, ours it's a very good position as content producers, I prefer that 

and it's hard to copy the position that we have. Because it's not just a question about producing 

some content, the question is about producing the right content” (Henrik Zein, 53:18). 

  

The key for Nordisk Film’s marketers is to create a bond with the audience, customers and 

distributors. Production and distribution strategy should be perfectly aligned as well. Here is the 

position of the business developer at Nordisk Film Distribution: “I guess that the demand for 

content is just greater than ever so if you're good at developing the right type of content that the 

customers are looking for then these are golden times. But it requires that you have a good 

relationship with the writers and the talents out there and those are also very much demanded so. 

So there is big competition going on out there” (Rikke Crosby, 30:53).  In the animation field, for 

Alexandra Cruz – sales agent for Copenhagen Bombay – “from five to ten years ago to now, the 

money, the range of money is really drastically changing, which is quite scary for us. Content didn't 

change much” (18:47), meaning that, for selling an animated film or series, there is the need to 

“strategize what is the best way and also lower down production the most possible, but to keep the 

same type of quality of it” (Alexandra Cruz, 27:05). 
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In the feature films market, instead, the rationale at the basis of the SVOD model is that – as for 

film content – there has been a polarization of productions: “the middle ground has kind of dried 

up and so you either have a successful art house film or you have a successful blockbuster; and the 

middle ground has kind of decreased in value because there isn't a place in the cinemas for that 

type of content” (Morgan Hadebank, 38:59). So, a huge part of productions is not suitable for the 

theatrical release anymore and it represents a big market for SVOD streaming platforms, which 

revenue streams follow the shape of the long tail trend. Moreover, for producers operating in that 

kind of films, “… people aren't really that interested in going to the cinemas for that. They're more 

interested in watching it on their TV at home. And so the amount of value that that type of film has 

decreased. And so people who used to be able to make a very successful business operating in the 

middle ground are no longer able to do that” (Morgan Hadebank, 38:59). 

Also Caroline Eybye, producer at Nordisk Film, stated that their way of producing content had to 

adapt to this; so following the market polarization “we have like films that are between three and 

maybe seven, eight million kroner and then we have something that is 25 and up…we are nine 

producers here and we're quite different, there are some producers who are very good at producing 

these big commercial fields for a big audience” (Caroline Eybye, 11:23). 

For instance, what Netflix is doing is diversifying its catalogue by following the structure of the 

long tail, a few big productions and blockbusters cover the short head and middle-small productions 

cover the long tail: “In the beginning with Netflix, everyone was trying to make something that 

would be good for an international audience and they came back and said, no, we want very local 

content” (Caroline Eybye, 22:28). 

The market, hence, is full of competitors and many of them are streaming service providers; 

furthermore, the demand for content is constantly increasing, “people are watching more, there 

are more players in this market, there are more streaming services. They all need content; the 

amount of content has just boomed in the last five years. It's increased by 20% year after year” 

(Rikke Crosby, 28:11) 

  

Together with feature films that Nordisk Film has been able to produce over more than a century, 

the firm is developing more projects related to TV series. “And that number does increase, well it 

is increasing, but I mean we're probably not the for first movers when it comes to TV series for 
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sure, we're dipping our toes in that area as well” (Klaus Odegaard, 37:36) Nordisk Film is still in 

its early days as a TV series producer, but it is willing to include many new projects, in order to 

diversify its catalogue. Many in-house producers are into feature films, that is part of the main 

capability of the company, while the interviewee Trin Hjortkjær Thomsen – young TV series 

producer – said her thoughts as it follows: “I think most of my colleagues are more leaning towards 

film still. And I guess that's also why Nordisk wanted to ask me if I wanted to come out here because 

they knew that I had interest in this. So I think it's part of their plan branching into that also. I 

guess they want to do everything. We don't want to slow down on the film side, but we're definitely 

trying to build a TV focus as well” (Trin Hjortkjær Thomsen, 04:31). 

Regarding TV series Nordisk Film is an important actor in the Danish market, while they are also 

trying to get into Norway and Sweden and developing its brand there. In addition, the firm invested 

in a company called Drive Studios, that produces TV content, TV fiction and short-format 

productions. Indeed, “there is definitely a consumer need. We can see that when people reached 

smaller screens. So a lot of people are watching a lot of them over now. People are watching it a 

lot on the go, so in transports and all that sort of thing. So the length of 20-30 minutes is something 

that is quite popular it fits well with the way you consume media today” (Rikke Crosby, 02:04).   

Since many huge international producers are entering the streaming business, Nordisk Film is 

implementing its own content and catalogue strategy, “that's important for us and we hold that 

content because the key is to own your own content and you can see how much Netflix is trying to 

produce much more in house” (Henrik Zein, 39:30). 

  

In the long tail, Nordisk Film is making money also from older films, “it's very important for us to 

have first live, second live, third live and so on. And then when the film gets older, it's a catalogue 

title” (Henrik Zein, 08:26). The strategy, for this reason, follows what other major competitors are 

doing. Netflix, for instance, is producing its own content leveraging on its ownership of content; 

Disney has also created the Disney + platform. Approximately one year ago, Nordisk Film + has 

been developed: “The Nordisk Film + kind of app put up into their website or their platform so 

that if you subscribe if you're a YouSee subscriber, you can also add Nordisk Film+ to your 

bundle” (Morgan Hadebank, 10:14). Therefore, the streaming technologies have allowed the 

company to sell movies directly to the audience. Furthermore, with partnerships of this kind in 

https://www.temi.com/editor/t/my8SkZnUH97M0yqyeGKKUNI_O_sVnqfiGzouFSLgCrH4MytRfz_B6C4mDp9WaJyTi5G87OpOkV-Xo0trZGhu6cAbB1k?loadFrom=PastedDeeplink&ts=271.09
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different countries – for instance through Danske Film Skatt and Min Bio - Nordisk Film is able to 

get data about the platforms users and create the most appropriate content. Indeed, “it would be an 

ongoing process, but it's definitely another opportunity for us to develop a competitive advantage 

over some of the other distributors because we will have better insights into what types of content 

are people finding attractive and how much should we be paying for that content” (Morgan 

Hadebank, 13:23). 

 

Copenhagen Bombay is putting in practice a similar strategy, the need for content is satisfied by 

new internal production and new title acquisition, and it is sold to external distributors, direct 

consumers or through VOD: “We have a platform that we are trying to establish and work with 

that. That's one of our new things that we're trying to do. We also have a lot of also just direct 

consumer. [...] We need a lot more content to then have something that for people are worth, that 

have the same type of values that we have. So they can say that's a Copenhagen Bombay” 

(Alexandra Cruz, 34:07). 

  

In relation to streaming platforms, we have been asking managers and producers whether putting 

a film on a digital system would be detrimental for the value of the film itself: “If you're talking 

about a streaming platform, the value of a single film is massively high. If it's exclusive content 

that they're getting, that everybody wants to see that's going to drive subscribers to their platform. 

And so with the last Avengers movie, Disney will be able to put that into Disney+ and only the 

value of that is massive because many people are going to subscribe to their channel as a result of 

wanting to be able to watch that” (Morgan Hadebank, 36:51). Streaming and home entertainment 

are a relevant business opportunity for film producers even when the movie is not performing in 

the theaters. For example, Nordisk Film takes care of the relationship with many theatres – some 

of them are owned by the company – and when a film is not performing in cinemas, all the effort 

can be put for switching theatrical revenues into EST or subscription incomes. Cinemas are still 

fundamental for film producers, from a content and business perspective, “we're making film for 

the big screen, that's important for us, for the only creative we are working with. And also the 

theatrical window is by far the most important, no doubt about that” (Henrik Zein, 37:05).  

 

https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=803.62
https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=1701.45
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5.3 Cost structure and Revenue streams  

  

In this section we present the data that explain how the business model was affected from a financial 

point of view. Therefore, there will be a summary of the major changes in revenue streams and in 

the cost structures. The objective of the section is not to provide a detailed financial analysis of 

Nordisk Film, however, we aim at showing what were the major factors that affected the revenues 

and costs of a film production company and what are possible ways in which the company can 

react and adapt.     

Often there is a complex mix of resources used to finance a movie. A part of the financing is 

provided in advance by virtue of a distribution agreement; another portion is usually provided by 

local, national or international public supports and finally there is a large amount of revenues that 

is gained through the sales of rights to a variety of customers. “You do a distribution agreement, a 

project or film and you agree in terms of how much is the minimum guarantee that the distribution 

would put down to get this film […] I get so much public money, I get so much from my distributor, 

I get so much on this fund and this fund and then at the end of the day, you reach the budget” 

(Adrian Mandrup, 24:20).  

Also the producer Trin Hjortkjær Thomsen told us that for one of her series she received “financing 

from a lot of partners, both nationally and internationally. We had this very traditional mix of a bit 

of pre-sales and a bit of subsidies and co-production partners and different kinds of finance pulled 

together from various sources and from various countries” (Trin Hjortkjær Thomsen, 8:26). A 

fundamental part of the financing of movies comes from public support that the government 

provides because “they want to promote Danish culture” (Adrian Mandrup, 44:26) and it “is the 

way in which we can have our own language films” (Anders Mastrup, 15:32).  

They are not a source of revenues for the company; they are seen as a help with the large expenses 

of production and promotion; “they will give support for films and advertising. So it's not a revenue 

for us, it's a sharing of the costs so that certain films that maybe not would not get a release without 

that because they're not financially viable” (Morgan Hadebank, 15:28). Most of the times the 

support is given as a loan: “they give you a soft loan, which you then pay back if you make a lot of 

money” (Anders Mastrup, 15:32). The public funds can be provided also by the European Union 

and by foreign funds the producer Louise Vesth explained to us that “we are subsidized and then 
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we have a lot of public money in the films. It depends, of course, totally on the character of the 

film. So that local, very local film that would normally only be produced with financing money 

from within Denmark or maybe just Scandinavia, but pretty local financing. If we have a film with 

much more global traits, outside Scandinavia, then we finance the film between a lot of countries 

it will be a co-production” (Louise Vesth, 5:56). A country that many interviewees mentioned is 

Germany that provides considerable support if the movie is co-produced with a German production 

company. 

Last year, new regulations decreased the amount of support that is provided to public broadcasters 

as TV2 and DR “normally we would sell the film to DR for instance on the first one and they paid 

a lot because they had subsidies from the state. But now that was removed last year” (Anders 

Mastrup, 22:08). This caused a reduction in the money that those broadcasters can invest in the 

acquisitions of movies “the support scheme, where DR and TV2 in Denmark, were forced to pay a 

certain amount of money. Those rules were changed by January 1st, 2019 and that made a big 

impact and now they need to go out to different funds to get the money. It's a bit more difficult” 

(Adrian Mandrup, 20:25). 

  

If we consider the revenues that are collected through the sale of movies Nordisk Film earns “20 

to 30% on theatrical, then DVD is shrinking each year and that's probably going to be 5 to 10% 

and probably stay in that range for the next couple of years and then take another dip down […] 

probably half to SVOD, pay TV, free TV, and then 20 to 30% theatrical. Then everything else kind 

of falls in the middle between EST, VOD, DVD, Blu-ray” (Morgan Hadebank, 20:59). Therefore, a 

large portion of the revenues is earned with the sale to SVOD platforms and television and a smaller 

proportion through the EST. 

In the next paragraphs we will show how the revenues and cost structures changed during the 

streaming revolution. Managers of Nordisk Film told us that “the linear operators like the TV 

channels that we've known since, you know, the thirties; we still have those as customers, but the 

value that they put into the rights, is much lower since 2012 because of this all trend towards SVOD 

now.” (Adrian Mandrup, 7:18).  

The decrease in the amount of money that linear channels are able to spend in movies is a 

consequence of the fact that a smaller amount of people watch movies through linear television. 
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“The one that struggles the most in terms of paying us for rights and where we see a large decrease 

in value, that's the linear free TV stations because nobody watches films anymore on linear free 

TV, not as they used to. So they cannot pay the same amount of money […] films on TV is on a 

downward trajectory so the willingness to pay from a linear TV perspective has come down” 

(Adrian Mandrup, 16:06).  

On the other side, SVOD platforms have increased their willingness to pay especially when they 

buy all the rights of the movie or series. In that case they have to pay a larger sum of money to 

compensate also for the lost sales that a movie could do in the subsequent windows. “Netflix is just 

buying it then they are sort of having to pay for all those windows, we call it. So it is a bit of a 

trade-off do you want money now or potential of earning money in the long run” (Rikke Crosby, 

38:20). Thanks to those large SVOD platforms “we'll definitely see new money coming into the 

game. That way you will see those big players full financing feature films or TV drama series” 

(Adrian Mandrup, 50:36). However, they need to “redo our business models in terms of selling 

our products to these streaming services instead” (Rikke Crosby, 19:58) 

  

SVOD platforms also represent an additional source of revenues when the movie is older a 

customer like Netflix would often appreciate an addition to their catalogue for a cheaper price when 

that old content would not be interesting for the other kinds of customers; when “you've used all 

the platforms and then suddenly Netflix come up and then it's just an addition” (Anders Mastrup, 

36:45). This opportunity can be made even more valuable when a group of old movies of the same 

kind are sold to those platforms together as a package as we have explained in the customers’ 

section.  

  

Overall, though, the revenues have decreased because of the substantial diminish of the DVD 

business that was extremely profitable. “So if you look at the entirety of our business, the revenue 

has gone down because DVD was such a big revenue part of the business” (Adrian Mandrup, 

14:57) and “now it is basically gone and we haven't been able to get to the same numbers and 

revenues […] physical retailers are not a big part of our business anymore but the digital retailers 

are” (Adrian Mandrup, 16:06).  
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There were large drops in the amount of DVD sold because of VOD already in 2013 and 2014 “In 

2013 the market for physical discs, DVD and BluRay, dropped by 24 %. Video-on-demand 

distribution is on the up. Nordisk Film is the Nordic region’s largest supplier of digital films for 

the video-on-demand market” (Egmont Fonden Annual Report, 2013) and “in 2014, the Nordic 

market for physical discs, DVD and Blu-ray, dropped by 35%” (Egmont Fonden Annual Report, 

2014). Even if digital retailers have substituted the physical retailers “it's no secret that the 

profitability of DVDs is much bigger than it is on digital. Particularly because if you go from just 

buying a DVD, I mean owning the DVD, not renting it, to actually just renting a digital copy. That 

ratio between just renting a digital copy versus what we make on a physical DVD. It's one to three. 

So the saying is something like 'physical dollars to digital dimes” (Klaus Odegaard, 12:57). This 

means that the revenues earned with EST did not compensate yet for the revenues that the company 

was able to generate through DVDs: “we've kept waiting for the digital revenues to compensate 

enough for the drop in DVDs, but it hasn't yet done so” (Rikke Crosby, 19:58).  

The prices now for renting or buying a movie “is like a 100 - 150 DKK if you buy it on iTunes for 

example. But if you wait then it's like 30 - 50 DKK for renting it” (Caroline Eybye, 10:07). From 

the interviews we discovered that a large portion of the population that was previously acquiring 

DVDs now does not buy movies digitally. Many consumers nowadays subscribe to streaming 

services but not many purchase the individual movies; larger revenues, though, would be earned if 

the majority of people would buy or rent on digital stores. “I think if it were to fully recover you 

would need to see the buying or renting of movies to go up because; the consumers need to jump 

to the habit of buying or renting movies, not just using the streaming services because we are not 

earning enough money just selling to streaming services” (Rikke Crosby, 21:14). Also Klaus 

Odegaaard told us “what we've been driving massively, we're trying to, is the EST, so the electronic 

sell-through or the digital purchase, because that's where the big money is for us. You need a lot 

of volume when it comes to just renting to make up for that” (Klaus Odegaard, 12:57). 

  

Even if revenues decreased costs of distribution also decreased in the streaming era: “the cost base 

of running a digital set up here is much lower as well. You don't need sale people to run around 

and check stores and you don't need to print DVD covers, you don't need the physical warehousing 

of DVDs. So I mean the cost base of running a digital distribution set up is much, much lower than 
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a physical one” (Klaus Odegaard, 12:57). Also Morgan Hadebank told us that “the distribution 

costs are extremely, extremely low on VOD” (Morgan Hadebank, 34:00).  

In distribution now the majority of the costs are coming from the launching of the movie in the 

theatrical window “That's where all the money is spent because if nobody realizes that the film is 

there, the value and the subsequent windows is zero. So you need to push, I mean most of our 

resources, both in terms of personnel and also in terms of budgets when it comes to marketing is 

spent in the theatrical window. Because that's brand building. That's where the, you know, the 

value of the proposition is built and then you milk it in the other windows afterwards” (Klaus 

Odegaard, 25:25). There is also a large request for cheaper content mainly because VOD platforms 

would also buy content for a niche audience that might not even have a theatrical release, in those 

cases the company has “to be careful how much you pay for that. So you have to pay a lot less than 

you used to because you're not getting revenues from all the different windows. You're only getting 

revenue from a few of them” (Morgan Hadeban, 40:47).  

 

However, it is also true that the costs of producing high quality content has increased “if all the 

directors and writers and actors and all that becomes more expensive than obviously the buyers of 

those projects, they also have to be so, because content is just becoming more expensive. At least 

the high quality content is becoming more expensive” (Rikke Crosby, 35:01). 

In general, because of the reduction in revenues the company had to make some cuts for fixed 

expenses; in the distribution department “we are not so many people as we used to be. We used to 

be around a little bit more than 30 people alone in home entertainment and today I'd say we are 

around 10” (Adrian Mandrup, 14:57). 

 The large decrease in revenues caused by DVD was outweighed by new sources of revenues and 

an important decrease in distribution costs “so actually our profitability overall is better today than 

it was” (Klaus Odegaard, 12:57). Also Adrian Mandrup made clear that “we have been able to still 

have profits at the same levels” (Adrian Mandrup, 14:57). The operating profits in 2013 where 

EUR 30 million and in 2019 they were EUR 34 million (Egmont Fonden Annual Report, 2013 and 

2019). Moreover “the digital models, the digital business models, are also more attractive in terms 

of monetization, which means that we've been able to still actually grow our investments in 

acquisition” (Adrian Mandrup, 14:57). 
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06 DISCUSSION 

 

In the following chapter the focus is on elaborating the results of the Analysis section. Indeed, 

using the data that we acquired from the interviews and from the theories described in the literature 

review chapter, we combine empirical data with the theoretical framework. The purpose of this is 

to spot the major changes in strategy and business model that a Danish film production company 

should perform in those times of transition. 

More specifically, the starting point of the discussion is an explanation of the importance of shaping 

and innovating the business model according to the changes in the market due to technological 

innovation. A deep description of the transformation of the distribution approach in the film 

industry leads to the traits of some components of the innovated business model of Nordisk Film, 

namely: customers, audience, customer relationships and revenue stream. 

 

As a second step, we define how external factors combined with changes in the business model 

affect the profitability of Nordisk Film. Hence, a brief description of the activities implemented by 

the company shows how it generates profits in the short head and in the long tail. Adding a long 

tail strategy is often a new opportunity provided by the new technologies and it represents an 

additional change in the business model. 

 

Then, we use the AVAC model as a framework for picturing how Nordisk Film reacted to change, 

by leveraging on its activities, value and appropriability. It is, in fact, a useful model for describing 

a past innovation and for detecting whether a set of activities is appropriate for pursuing a future 

strategic modernization. This is a way to understand how the innovated business model fits into 

the overall strategy of the company and in the environment, verifying its effectiveness.  

 

In the following section, the chapter presents the managerial implications also useful for other 

production companies. Showing the successful example of Nordisk Film supported by the 

theoretical framework and data from other production companies we provide some suggestions 

that can be useful to adapt a film production company strategy in the transformed market.  

Finally, we show some potential limitations of the research.  
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6.1 Business Model 

 

It is of fundamental importance that companies are ready to innovate their business models. One 

of the cases in which this has to be done is when new technologies or disruptive innovations are 

able to reshape the market or a part of it (Johnson et al., 2008). There is a large number of 

companies throughout history that did not change their business model for so many years knowing 

that the way in which they were creating, delivering and capturing value would remain more or 

less unchanged (Kaplan, 2012).  

Today in the 21st century it is completely different, in the digital era there is a necessity of 

modifying and adapting the business model more often than ever (ibid.). Innovations in the business 

model are able to completely remodel certain industries and the changes, if properly made, are 

often able to add substantial value (Johnson et al., 2008). What must be considered, though, is that 

if a competitor or another actor in the industry revolutionizes its business model the effects of this 

disruptive change can have an important impact on the other actors in the industry. Players in the 

markets where such changes occurred need to discover a way of capturing value with a new kind 

of product or with a new way of delivering it (Teece, 2010). Some of those actors can be forced 

out of the market and new companies might enter. 

 

Technological innovation often plays a big role in those changes in business model (Kaplan, 2012). 

In the data we collected the interviewees often refer to the arrival of Netflix as a crucial moment 

representing a turning point for the Danish movie industry. The interviewees mentioned 2012 as 

the year in which the revolution brought by Netflix began. It is interesting to notice that Netflix 

actually began providing its streaming services on an online platform in 2008 (Allen et al., 2012) 

and that the technologies enabling companies to display video content on the internet had been 

already existing for many years before that.  

As this particular case shows, often it is not the new technology by itself to create the revolution, 

but it is the drastic transformation of a business model around the new technology that deeply 

affects the whole industry (Kaplan, 2012). In order to create and capture value the technological 

innovation must be matched with business model innovation (Teece, 2010). The powerful 

combination of the two offers an opportunity to make a revolution in the industry and to discover 
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new market spaces and options. Netflix has always been extremely reactive in innovating its 

business model, often experimenting new business models for a period of time (Kaplan, 2012). 

This enabled the company to provide noteworthy examples of the exploitation of new technologies 

both when the DVDs and streaming technologies were introduced (ibid.). The year mentioned by 

the interviewees is the year in which Netflix with its streaming platform entered the Danish market 

together with the other Nordic countries and the United Kingdom.  

At that point Nordisk Film began adapting its business model in order to take full advantage of the 

opportunities that the new scenario would provide and limit the risks associated with it. One 

important challenge is that often the final consumers expect services delivered online to be without 

charge or to be sold for a lower price compared to physical products (Teece, 2010). In the industry 

that we have studied, as in the music industry, companies had also to cope with piracy that is the 

illegal sharing of productions (ibid.); those productions are therefore provided to the audience for 

free. 

 

In the theory section we described the research on the business model canvas. We used those 

theories to provide a practical framework that enabled us to identify which areas of the business 

model were mostly affected. In this section we will describe the strategic changes that should have 

been made and that should still be made in order for a film production company to keep a healthy 

and profitable business in an industry strongly affected by the digital revolution described above. 

In certain industries, the Internet can represent a new distribution channel that competes with the 

traditional channels (Teece, 2010). That is precisely what we observed with the film industry. 

Thanks to the new technologies movies could reach customers directly without the need of physical 

means. Netflix was able to take advantage of the technology reinventing its business model. They 

began offering a new service that enabled customers to access a digital library of movies when 

paying a subscription fee (Allen et al., 2012).  

The model of this new business was substantially different from their previous one when they were 

delivering rented DVDs at home. The major difference is that now the film could reach customers 

directly through the use of a platform and not relying on DVD retailers anymore. SVOD, as Netflix 

did, is not the only possible business model that takes advantage of those technologies. Amazon 
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and iTunes developed TVOD services renting or selling individual movies (Grece & Jiménez 

Pumares, 2019).  

As a matter of fact, more different business models can be developed from the same new 

technology (Chesbrough, 2010). The managers that we interviewed often mentioned the 

considerable difference between the clients providing SVOD and the clients offering EST. They 

have distinct strategies to create and capture value and Nordisk Film employees pointed out the 

EST model of some of their customers was preferred. The interviewees also talked about the tech 

industries entering the media industries. They told us that on one side there were those tech 

companies entering the industry with this new business model and on the other side traditional 

broadcasters adapting and changing their preexisting business models.  

The consequence of this is that every company in the industry at each stage of the value chain had 

to make some important changes to remain profitable in the transformed environment and take 

advantage of the opportunities brought by innovation.  

 

The business model innovation is often conducted through experimentation; this means trying to 

implement new business models and monitoring their results (Chesbrough, 2010). Companies 

should be extremely cautious when doing this since they must simultaneously be able to keep 

profitable the previous business model (ibid.). Nordisk Film was able to do that already in 2013 

when they were experimenting a new business model with video on demand being the largest VOD 

supplier in the Nordic region (Egmont Fonden Annual Report, 2013). 

It is possible to spot an epicenter of the business model innovation, the epicenter can be resource-

driven, offer-driven, customer-driven or finance driven (Osterwalder & Pigneur, 2010). Even if it 

is possible to identify the origin of the transformations, the other blocks of the business model will 

be affected as well and adapted to the new strategy (ibid.).  

In our case the whole transformation has its origin in the customers’ block. Due to the new business 

models of the customers supplying movies to the audience Nordisk Film began serving new 

customer segments and adapted its whole business model around this. Some areas of the business 

model were certainly more affected than others.   
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After our preliminary interviews and in the first stages of the data collection we identified the areas 

of the business model that required a particular transformation that are: customer and customer 

relationships and the financial area composed of revenue streams and cost structure. 

In the customers’ area there are two radically different kinds of customers. On one side, there are 

the companies that acquire and distribute Nordisk Film movies reflecting the business-to-business 

nature of the company. On the other hand, there are the end consumers that, thanks to those 

technologies, also became direct customers of Nordisk Film. As in the Analysis section, we will 

refer to the former as customers and to the latter as audience. We focused our research on those 

sections of the business model. 

Once a company has built its business model it has to foresee the trends in different areas, it has to 

monitor technological, regulatory and societal trends (Osterwalder & Pigneur, 2010). From the data 

that we collected it is clear that the trends in all of those aspects were bringing radical changes in 

the last decade. The company managed to foresee the elements of change and began its 

transformation. 

 

Nordisk Film is an example of a successful innovation of the business model. The company was 

able to increase the level of profits through its actions in the last decade. We also gathered data 

from other managers and experts in the industry. Those data together with Nordisk Film actions 

enabled us to depict a successful business model transformation that a movie production company 

should undertake to adapt to the new audience’s ways of consuming movies. It is fundamental to 

keep in mind that the business model innovation is still happening while writing this thesis since 

the market for VOD is still evolving and is not mature yet. 

  

6.1.1 Customers 

  

The first area of the business model Canvas that is described is the ‘customer segments area’, more 

specifically the B2B customers. In this subsection we will go through the main strategic changes 

in B2B customers that we identified as the epicenter of the business model innovation. It is relevant 

to remember the partnership-like relationship that movie production companies have with those 
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customers. They often have an active role in the production of movies for which they are going to 

buy the rights. 

The company had to start selling its product to different customers compared to before. In certain 

cases, they stopped dealing with some customers substituting them with completely different 

companies. On the other hand, sometimes they had to deal with the same customers as before but 

with a radically transformed business model.  It is clear that the market for DVDs and Blu-rays in 

the Nordics, as in the rest of the world, was dropping year by year. More precisely in the Nordic 

region it dropped by 24% in 2013, by 35% in 2014 and by 30% in 2015 (Egmont Fonden Annual 

Reports, 2013, 2014, 2015). This happened because of the VOD services offered thanks to the 

streaming technologies.  The customers earlier were supermarket, hypermarket, electronic stores 

and cd stores. Throughout the last decade the company started decreasing its contracts with those 

physical retailers and increasing the sales to digital retailers. Two important digital retailers for 

Nordisk Film today are iTunes and Blockbuster. They buy the rights for Nordisk Film’s movies 

and sell them to the audience giving the possibility either to buy the movie and keep it in a digital 

library or to rent it for a limited period of time. The brand Blockbuster was acquired in Denmark 

by the Danish telecommunication company TDC and they began their TVOD services in 2014. 

Nowadays, they are one of the most popular digital retailers in the country. The European yearly 

revenues from EST services grew from 251€ million to 617€ million between 2013 and 2017 

(Cabrera Blázquez et al., 2019). Even though today they are roughly three times as high compared 

to 2013 and the industry experts that we interviewed claimed that they were expecting a larger 

increase in EST and TVOD sales throughout the last decade. They hope that the amount of EST 

customers will increase more rapidly considering it one of the business areas with larger profit 

potential.  

 

Our data clearly show another important shift; the SVOD platforms entered the market and the 

share for traditional TV broadcasters decreased. Nordisk Film began increasing the number of deals 

signed with SVOD platforms. Also many traditional broadcasters began running their own 

streaming services in order to remain competitive in the market. In 2017 Netflix had 46% of the 

European market share for SVOD platforms and Amazon 35% of it (Cabrera Blázquez et al., 2019). 

Two of the main Danish broadcasters, that are TV2 and DR, also developed their streaming 
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platforms, but the data we collected show that the relationship with those broadcasters became 

weaker. Their willingness to pay for certain products decreased and Nordisk Film is simultaneously 

selling rights to the new VOD platforms. The new SVOD platforms that buy Nordisk’s Film 

content are Netflix, Amazon, HBO, TV2 Sumo, Viaplay, YouSee. The last two customers 

mentioned are emblematic of the transformations of the last years. Viaplay was introduced by the 

more traditional pay TV Viasat, which evolved launching its streaming channel. Nordisk Film 

changed its output deal from Viaplay to YouSee, it was a strategic choice since an agreement with 

YouSee has more profit potential for the future. As a matter of fact, they launched a TV service 

where they offer packages of different SVOD and TV providers that includes Nordisk Film’s 

streaming platform Nordisk Film+. This is a great example of how managers of film production 

companies should make their agreements, they should always consider the future opportunities that 

streaming services can provide. 

  

6.1.2 Relationship with customers 

  

The relationship with the new VOD customers is typically different from the one with traditional 

broadcasters. The interviewed managers told us that when a movie or a TV series is financed 

traditionally producers need to collect the necessary funds from a variety of different actors. They 

would be a mix of public support and different broadcasters.  

Many different people would be involved in the production process; however, usually none of them 

would have considerably more decisional power than the others. With VOD platforms the process 

is generally different. Either the platform acquires in advance the exclusive rights for a movie or 

series providing the large majority of the financing for it or they buy the non-exclusive rights for 

the content later on, in order to have it on their platforms.  

In the two cases, the relationship that they have with the producers are radically different. In the 

first case, they often are extremely present throughout the production process and they have 

considerable decisional power. Production companies should be careful to balance the platform’s 

say, so that it does not negatively interfere with the creative freedom of writers, directors and the 

other talents.  
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Our data also show how with the platforms it is usually quicker to raise all the funds and obtain the 

“green light” to start with production compared to the traditional broadcasters. In the case in which 

the platform buys the non-exclusive rights for content in one of the last windows they usually do 

not have any say in the production process.  

Even though those two cases described are the most common, they are not the only possibilities. 

VOD platforms can provide a part of the financing, in this case, their decisional power and 

participation in the production process is proportional to the percentage of the financing provided. 

Since when the VOD platforms began being such an important portion of the customers, the amount 

of content and accordingly the amount of contracts with them increased compared to traditional 

broadcasters. One of the reasons for that is the fact that now the company can produce niche films 

that earlier could not afford to go through theatrical distribution. Those movies are now acquired 

and directly distributed through the digital platforms. 

Furthermore, the data show that there is a change in the release windows. The windows are in the 

following order: theatrical, home entertainment, first pay, second pay and non-exclusive VOD / 

free TV. Some of the windows drastically changed, home entertainment went from DVDs to 

TVOD; the first and second pay used to be acquired by pay TV providers and now a large part of 

them are bought by SVOD services. SVOD platforms also acquire most of the rights in the last 

non-exclusive window. Also the amount of time for each of the windows changed. The home 

entrainment window is shorter since the first pay premiers earlier. Moreover, the overall cycle is 

shrinking to take advantage of the large marketing sums invested during the theatrical windows 

since the increased frequency of new movies premiering. 

  

6.1.3 Audience 

 

As described in the previous chapters, the audience completely changed the way in which they 

consume movies. But there are other aspects related to the audience that saw a transformation in 

the last decade. People can have access to the content at home; but through a smartphone, a tablet 

or a pc they can also view movies or TV series in a substantially larger number of places. This 

brought also a shift in content preferences, in fact, nowadays there is a large demand for shorter 
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content such as TV series or short films. The relationship with the audience also evolved with the 

introductions of the new technologies. The interviewees mentioned that now they have 

sophisticated means of gathering data about the audience’s habits and preferences. This 

information is extremely useful both for marketing the films, but also to shape production of new 

content. Production companies also organize screenings to test the movie with some of the future 

audience. These screenings help the company through the editing process and enable it to have an 

earlier feedback on the production. 

What is crucial is that now the movie production companies have the possibility to distribute their 

content directly to the audience. This was enabled by the streaming technologies. Nordisk Film 

opened their channel Nordisk Film +, that is included in YouSee packages. Through this platform, 

for the first time the company can sell home entertainment content directly to the audience creating 

new opportunities. Other companies are doing the same; Copenhagen Bombay for example opened 

their own platform as well. The interviewees stated that uploading the content on the platforms and 

selling it directly to customers does not compromise the value of the movies when sold to the other 

platforms; it is simply an addition to what was already sold. This is true because the movies 

uploaded on the producers’ platforms are usually older movies that have already reached the non-

exclusive windows. As a matter of fact, Nordisk Film +’s content is mainly composed of old classic 

Danish movies. 

   

6.1.4 Cost and Revenues 

  

As a result of the important changes explained in the other sections the financial structure necessary 

to capture the value generated must be adapted as well. The revenue streams represent the value 

for which the different customer segments are willing to pay (Osterwalder & Pigneur, 2010). The 

company must be able to maintain the revenues as high as possible even with a shift in customers. 

It is beyond the scope of this paper to perform a detailed financial analysis of Nordisk Film; in our 

research we aimed at identifying the trends that mainly influenced the revenue streams and cost 

structures of film production companies after the streaming revolution.  
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The qualitative data collected show that often a portion of the money utilized in production is 

collected thanks to state or regional public support. The other components of the financing 

collected before or during production derive from a combination of presale agreements with the 

customers and co-productions with other producers. A large part of the revenues is received once 

the movie is finalized through theatrical sales and the sales of rights to other customers that can be 

VOD platforms both exclusive and non-exclusive, TV or DVD retailers. 

 

The revenues that came from the sales of DVDs used to be the largest source of revenues. 

Throughout the last decade those revenues were drastically reduced. Another important source of 

revenues that decreased throughout the years are the ones gained through the sales of rights to 

traditional broadcasters. Those broadcasters are receiving less public funds; moreover, it is also 

difficult for them to compete with the SVOD platforms that also acquire a large portion of the 

rights. Those important revenue losses must be compensated by other sources of revenues. The 

most obvious one in the data we collected is the sum paid by the new SVOD platforms. They 

request and buy an amount of content that is larger than ever. Besides providing revenues when 

buying the exclusive rights in the first and second pay windows, they also acquire non-exclusive 

rights for older movies. Since there are many different platforms offering SVOD services producers 

have now the opportunities to sell to multiple of them once the movie reaches the non-exclusive 

window. The company did not have the possibility to collect those revenues before the streaming 

era.  

Besides theatrical, that remained somewhat steady, the other large source of revenues is provided 

by the TVOD. However, the amount of revenues collected thanks to EST or DTR is substantially 

lower compared to the revenues earned through DVD. The interviewees explained that this is true 

mainly because the amount of people that purchase TVOD services is lower than the number of 

DVD customers in the past. A part of the audience that used to purchase DVDs does not buy digital 

movies anymore. Nordisk Film managers hope to be able to increase the number of TVOD and 

EST sales. The decrease of revenues from TVOD though is correlated to a substantial decrease in 

costs as well. The costs associated with the building of a digital library are incredibly lower 

compared to the cost of constructing and distributing physical DVDs. 
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Although the revenues and costs structures went through substantial transformations Nordisk Film 

was able to compensate the loss in sources of revenues with new ones. This, combined with 

appropriate investments, enabled the company to maintain the same level of profits throughout the 

last decade (Egmont Fonden Annual Report, 2013,2019).   

  

6.1.5 Model innovation 

  

The model illustrated below (Figure 14; Figure 15) is an adaptation of the business model canvas 

of Osterwalder and Pigneur. The purpose of the model is to give a visual representation underlining 

the principal modifications of the business model taken by a company that successfully managed 

to transform after the emergence of streaming services. Below, there are only the blocks that were 

subject to the major changes and the elements written in each block are only the ones that are 

relevant to the research. For example, the theater revenues are not present because they were not 

much impacted throughout the years providing a steady source of income. The cost section does 

not list all the large costs associated with content production because they were not as affected in 

the last decade. It is also clear that the focus is on the right side of the business model canvas. The 

reason for this is that the right side is centered on the customers and it is the one that was highly 

transformed. The VP is the value proposition that, as the CEO of Nordisk Film production stated, 

is delivering high quality movies to the audience; as a matter of fact, they prefer to wait until they 

have the best talents and they do not consider quantity as important as quality (Henrik Zein, 56:51). 
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Model before VOD:  

 

 

 

Innovated model:  

 

Figure 14 – Model before VOD 

Figure 15 – Innovated model 



97 

 

6.2 Film industry and the Long Tail  

 

The following section discusses first, how Nordisk Film is ensuring its profitability in the short 

head and in the long tail business, and second, how the strategy relates to the firm and the industry 

environment. Nordisk Film, indeed, is presented – in the light of the streaming revolution - 

according to its goals and values, resources and capabilities and its internal managerial structure; 

while, the industry environment is composed by competitors, customers and suppliers (Afuah, 

2009). 

Furthermore, the long tail strategy adopted by the company analysed represents a link between the 

industry and the firm itself and it can be compared to other actors – in this case, they are the B2B 

customers and partners – that are implementing the same strategy, although in different businesses 

and with different operations. 

Even if the technological disruption that revolutionized the film industry is a phenomenon that 

affected it on a worldwide scale, the aim of this paper is to focus the attention on the Danish and 

Scandinavian market, considering peculiar external factors, such as: the Scandinavian economy, 

technology, government and political forces, demographics and social forces.   

The digital initiatives lead to a peculiar content strategy, that is implemented in the production 

phase, as well as in the acquisition of external producers’ titles and their distribution. 

  

6.2.1 The Long Tail business 

 

The marketplace and revenue behaviour in the media industry, as mentioned in the literature review 

and in the analysis chapter, can be described through the concept of the long tail. It identifies, 

indeed, two market behaviours: the short head is the left part of the demand curve that consist of a 

few high-popularity products, sold in multiple copies in the mass markets and the long tail, that 

consists of the right part of the demand curve and it represents a higher number of products, sold 

in low quantity in the niche markets (Anderson, 2006). 
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We are, then, aiming at presenting the main characteristics of Nordisk Film and its strategy, which 

is perfectly in line with the shift from focusing on exploiting the short head to the long tail. What 

we learned from the managers we interviewed is that the company can leverage on: 

  

 The globalization and the highly efficient supply chain of the film business, meaning that 

it can operate simultaneously in the Danish, Scandinavian and international markets for 

every title owned; 

 The changed demographics, that makes tastes in film titles varied and affected by a mix of 

cultures and it makes it easier to market and sell local products worldwide; 

 The new technologies affected Nordisk Film production processes, catalogue management 

and distribution strategy. 

  

Said that, we are now analysing the industry environment that surrounds Nordisk Film and how 

the production company shaped its strategy because of the above-mentioned technological changes 

- namely the streaming platforms - for making profits in the long tail business.   

 

The industry environment and external factors 

As stated by Grant (2016), the industry environment is composed by competitors, customers and 

suppliers. Regarding the competitors, the film production market in Denmark and Scandinavia is 

fragmented and it presents many small companies that often tend to co-produce with other national 

and foreign players. This peculiar market structure, production-wise, lowers the competition forces, 

due to the prominent role of the government policies in the cultural sphere and, also, because of 

the relationship between Nordisk Film – as a distributor – and other production companies.  

As deeply studied in the business model section, Nordisk Film – after production – is managing 

two different kinds of customers: B2B and B2C customers. Hence, the company implements its 

strategy towards the home entertainment business, that is increasing in importance in the past years 

and represents a strategic aspect on which the firm can leverage on in the future. 

Furthermore, on one side of the distribution business, Nordisk Film Distribution acts like a dealer 

between the production department and a third party. On the other side of the distribution, the B2C 

one, Nordisk Film is putting effort in studying the customers, who are the final consumers of films. 
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As for the suppliers and during-production partners, technology developments and the rise of the 

streaming business did not affect this aspect.      

 

Moreover, there are other external factors that shape the industry and Nordisk Film business 

(Anderson, 2006; Afuah 2009; Grant, 2016) are the following ones: 

 

National/international economy: the market is dominated by US productions, but in Europe there 

are many big actors like France, Germany and the UK. The European Union, indeed, is aimed at 

regulating the market in order to foster new productions and to regulate audiovisual media, 

traditional TV broadcasts and on-demand services (www.op.europa.eu).    

 

Governmental forces: the film industry heavily relies on governmental supports, which can be 

divided into European funds, national and local ones. The main funders in Denmark are two 

entities, such as the Danish Film Institute and Nordisk Film and TV Fond. “In 2018, Nordisk Film 

& TV Fond was – due to recoupment – able to spend more resources than ever on funding. Total 

support amounted to NOK 104.65 million, an increase of almost 10% compared to the previous 

year. The main trend is the increased demand to finance TV drama series, where we have received 

many more projects with diversified topics and excellent distribution” (Nordisk Film & TV Fond 

Annual Report, 2018). 

 

Technology: as mentioned multiple times in the paper, the revolution that the film producers are 

facing is due to the creation of online shelves by platforms that are selling their products to end-

users through different business models: TVOD, EST, SVOD. 

 

Demographics and social forces: consumers are always changing and evolving in their tastes and 

ways of consumption; they are exposed to many cultures, products and content that was not 

available before.  

 

Nordisk Film’s organizational structure and capabilities: one of the main characteristics that 

differentiate this company from the others, in the Nordics, is the coexistence and collaboration 
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between a historical production department – which takes care of the artistic side of the business – 

and the strong distribution department that closes deals with a varied set of buyers, theatres, 

platforms and broadcasters.  

 

6.2.2 Nordisk Film’s revenues in the long tail 

 

The following table is aimed at giving a simple representation of how Nordisk Film has structured 

its revenue stream according to the activities implemented. Therefore, the activities presented are 

split into: B2B market, when those activities are directed to a B2B customer, namely theatres, 

broadcasters and streaming platforms; B2C market, when the target of the practices is the final 

audience, hence, marketing activities, the creation of Nordisk Film + and collaboration with 

streaming platforms. 

Furthermore, it is shown a description of the activities and, also, whether they generate income in 

the short head or in the long tail of the business.  

 

Nordisk Film Revenue Model 

B2B Market 

Activity Business Description 

Theatres Short head Nordisk Film manages its own theatres and the relationship with 

the ones located among Denmark, Norway and Sweden. This 

activity corresponds to the very first commercial window – 

namely the theatrical window – where NF generates revenues for 

its blockbusters and top-level productions. It represents on 

average 20-30% of the annual income. 
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Broadcaster and pay-TV Long tail Local broadcasters can act as partners when they participate in 

funding productions, and B2B customers, when they purchase 

content. The contract between the company and the broadcasters 

makes it possible to extend – in a profitable way - the life cycle 

of the films screened in cinemas. This is the first pay window. 

 

Denmark: DR, TV2 

Norway: TV2 Norway 

Sweden: Com Hem 

Streaming platforms Short head - 

Long tail 

The first and second pay window, when productions are sold to 

streaming platforms, usually are exclusive windows, meaning 

that the third-party owns the rights for the film. Nordisk Film 

sells fewer films for a higher price in the exclusive windows, this 

covers the short head. Then, in the long tail, the company sells a 

large amount of cheaper content to streaming service providers. 

TV series Long tail In order to perform in the long tail and to exploit the increasing 

demand for TV series, Nordisk Film is creating and marketing 

this kind of content, by: 

- putting under contract new producers 

- acquiring Drive studios, a small TV series production 

company 

- acting as a distributor for TV series produced by other 

production studios 
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B2C Market 

Marketing activities Short head – 

Long tail 

Consumers’ insights studies: Nordisk Film has eight target 

personas, according to their tastes and method of film 

consumption 

Partnerships with theatres and analysis of their set of data 

Trailers, commercials and promotion on social media 

Customer service activities 

Streaming platforms Long tail Nordisk Film has implemented the strategy of many other big 

international producers that are sharing their content online. 

Because the catalogue is rich and varied, the company is using 

three different streaming platforms of its property to ensure a 

longer life to the films owed for a long time, as well as recent 

films that are part of a local and niche market. 

Nordisk Film +: this streaming platform is running for one year, 

offered as a bundle on YouSee, in Denmark, and Get, in Norway   

Dansk Filmskat: focused on Danish film classics 

Min Bio: targeted for children’s audience 

 

 

 

 

 

Table 3 – Nordisk Film in the long tail 
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6.3 Strategic Innovation 

 

After analysing the crucial aspects of the business model transformation, the long tail and the other 

activities implemented for keeping productions profitable; now the focus will be on understanding 

how those actions fit in the larger strategic picture and verify their effectiveness. Therefore, the 

following section shows how the enterprise taken into analysis innovated its strategy according to 

the changes in the market and technology, in the light of the ‘new game’ strategy and the AVAC 

framework (Afuah, 2009). 

Nordisk Film, indeed, has been used as an example of a strong company operating in the film 

industry that had to innovate its strategy in order to face new threats and exploit new opportunities. 

On one hand, the outcome of the argumentation gives managerial implications for companies 

operating in the field and, on the other hand, it would be relevant for future studies. 

  

As specified and discussed within the business model structure, Nordisk Film is reacting to a 

change in the market, that corresponds to the change in business model of streaming platforms, and 

it is behaving as a first follower. Following the ‘new game’ traits - so the new business practices 

brought to market - Nordisk Film has exploited the long tail effect; we can analyse its position by 

going through the following steps: 

  

 Identification of the long tail demand curve in the film distribution market and its drivers; 

 Identification of ‘new game’ ideas or innovative practices that can eliminate limiting factors 

for profits in the long tail; 

 Construction of the AVAC analysis in order to see which activities are giving appropriate 

value in the long tail and – hence – competitive advantage towards competitors and 

bargaining power in the value chain; 

 Execution of the most appropriate activities. 

 

The ‘new game’ factors identified in the long tail of the film business correspond to the new type 

of demand for content from theatres, third-party services and audiences as a consequence of the 

recent streaming business models. This aspect is critical for the company, in order to define whether 
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the activities implemented make sense if we look at them in the big picture of the strategy and 

pursuit of competitive advantage. It follows, then, a graphical representation of the AVAC model 

applied to our case study.  

It is important to specify that we considered – in this section as well as in the rest of the paper – 

Nordisk Film as a whole so what presented below is referred both to Production and Distribution 

department, which perform different activities in order to implement the same strategy. 

 

The Nordisk Film AVAC model 
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Figure 16 – The AVAC model 
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Moreover, the AVAC framework (Figure 16) applied to Nordisk Film is useful for answering 

questions whether the strategy implemented is consistent and it answers to the following questions: 

‘is Nordisk Film performing the right set of activities?’; ‘is the value preferred by many 

customers?’; ‘does the strategy enable the firm to make money?’; ‘does the strategy take advantage 

of change, present or future?’ (Afuah, 2009).     

It follows that Nordisk Film has recently implemented the above-presented strategy and has just 

began the process for gaining competitive advantage, although it is too early to make an overall 

and final evaluation. It seems reasonable to affirm that Nordisk Film is executing the right set of 

activities and establishing strategic relationships with the main actors in the Scandinavian  

market, where it is largely considered the main production company and distribution force. The 

next years will probably see Nordisk Film strengthen up its leading position and expand its business 

in other European countries.  

 

6.4 Managerial implications 

 

The previous sections of the paper illustrated the step of analysis of the Danish film production 

company Nordisk Film. As a single case study, we presented the company, its structure and the 

businesses in which it is operating; we focused, then, on presenting the main traits and trends in 

the media and film industry, with a particular eye for the Scandinavian market. 

Finally, keeping in mind the peculiarities of the company and the market, Nordisk Film can be 

deemed a perfect example of a film production enterprise that successfully adapted to a big change 

in the business. Therefore, the research aims at giving general guidelines for those production 

companies that are now facing the same issues in the film industry. It is important, indeed, to 

underline how the current successful position of the examined firm has been facilitated by its 

previous leadership in the Scandinavian area, in regards to production and distribution of content.  

The managerial implications that follow are useful for both small or medium-sized film producers 

and the one who are in a similar position as Nordisk Film, namely leaders in a regional market. 

Indeed, big producers may have reacted already to the change in business model of streaming 
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providers and that is why many of them, for instance Disney with the platform Disney +, already 

set a clear strategy to hold the content produced and distribute it directly to the audience. 

 

First of all, we assume that many production studios do not have a distribution department in-

house, some of them may have only a few internal sales men. Consequently, distributing the content 

produced to the right distributor is fundamental and that is why we consider it critical to have a 

structured and diversified B2B customers’ management. Firms should strategize a way to 

exploit each release window, so have a direct relation with local or international theatres as well as 

managing the home entertainment business. By having clear the potentialities of TVOD, EST and 

SVOD, companies can create the right content for the right distribution channel in the first place 

and have more chances of being profitable. Collaborating with B2B customers before or during 

production is something that is already happening and that could be helpful for increasing the 

budget for projects.  It is important to increase the deals with companies that offer the greatest 

opportunities exploiting the potential of new streaming technologies.     

 

Secondly, it can be key to put into practice audience insights and behaviour tests and analysis. 

This can help understanding, on one hand, which are the taste in audio-visual content in a certain 

country or region and, on the other hand, how the audience is more keen on consuming feature 

films, TV series, animation content and so on. 

 

Furthermore, knowing the audience and the final consumer of a product leads to another useful 

practice, which is catalogue and content management. As we deeply analysed with the Nordisk 

Film case, managing the content already produced is an important aspect, especially in connection 

to the home entertainment business, that makes it possible to extend the life cycle of the content 

itself. Nowadays, hence, old content can be still profitable if we compare it to the years preceding 

the streaming revolution; therefore, many streaming services are constantly purchasing old content 

for their platform and making profit in the long tail business. Besides that, also new productions 

can beneficiate from an accurate content plan, that is why we showed how Nordisk Film is 

reinforcing its position as a producer of high quality feature films, but – at the same time – is 
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flexible in putting under contract TV series producers and writers or acquiring small firms, as it 

happened with Drive Studios.  

 

Production companies should also take advantage of the new technologies and the related low 

digital distribution costs to create their own platform and sell directly to the audience. However, 

if a company does not have a strong brand and a large library of content it would be difficult to sell 

a subscription service. In these cases, companies can still set up a TVOD platform in which older 

content is sold and rented. Furthermore, they could engage in partnership with popular TV and 

streaming services providers as YouSee. In this way the new platform would be just an addition to 

the pre-existing channels.  

 

To conclude, achieving goals in the film industry – as well as in other ‘creative’ businesses – can 

happen through a thoughtful balance between profitability and creativity. What we gained from 

the managers and producers interviewed during the data collection for this thesis project is that, 

depending on the value proposition offered, the wide set of strategies to follow can involve the 

implementation of different activities. Hence, the first step for being successful corresponds to 

managing creatives, writers and producers, who will feel motivated and more likely to produce 

good stories.   

 

6.5 Limitations 

 

There are limitations of different nature in the research. We mentioned before the difficulties that 

researchers could encounter in generalizing from a single case study. It can be problematic to apply 

the situation analyzed in one case to every similar case. However, having findings that are 

applicable exactly as they are to the other movie production companies is not the purpose of this 

research. Case studies in social sciences can be valuable even if they do not attempt to be 

generalizable (Flyvbjerg, 2006). The research can still provide useful insights for companies and 

future researches. They can utilize the main points discovered in this paper, but at the same they 

would need to adapt them to their specific case. One limitation regarding that is the fact that there 
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is a high number of smaller production companies in Denmark. The one analyzed in this case is 

extremely large and vertically integrated compared to them. This might raise some deeper 

generalization problems. To alleviate the impact of this potential problem we also gathered a part 

of the data from managers of smaller companies. 

Another limitation of the research is that there is a limited number of interviews, in order to obtain 

a more complete analysis and being able to confirm our result it would be useful to increase the 

number of hours of interviews. Indeed, due to the spread of COVID-19 the process of finding and 

contacting the right people to interview drastically slowed down. 

 The interviewing method in itself presents some additional limitations. It is true that through 

interviewing the researcher has the opportunity to explore more deeply the reality in social sciences 

compared to other quantitative methods (Douglas, 1985). However, the freedom given to the 

interviewee through semi-structured interviews presents another important limitation; this freedom 

can compromise the accuracy and the verifiability of the data gathered. The researcher analyzing 

the result must be careful in distinguishing opinions of the interviewees with verified facts that he 

or she reports. In addition to this, it would have been helpful to have access to more internal 

quantitative data from the company, in order to support the paper in addressing the research 

question through the company’s market share by businesses, tables or data about the competition. 

With more quantitative data, in addition to the qualitative ones from the interviews, we would have 

had a more complete overview. 
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07 CONCLUSION  

 

The research aimed at understanding how the business model of film production companies should 

be effectively adapted in response to the new business models brought by streaming services 

providers. The inquiry has been shaped around a case study of Nordisk Film A/S within the Danish 

and Scandinavian market. The rationale of the paper and the interesting aspect, in an academic 

perspective, is that the revolution in the industry has been caused not only by the technological 

innovation itself, but by the new business models of VOD services exploiting digital opportunities. 

The business opportunities connected to the novelty in digital consumption of films started to 

heavily impact the Scandinavian market in 2012. Hence, the study examines the company activities 

in these eight years in combination with the managers’ vision and strategic plans for the future. 

The strategy and processes are studied within the academic framework described in the ‘Theory’ 

chapter. Finally, we provide with managerial implications and future challenges of the film 

industry. 

  

The research began with semi-structured interviews conducted with several managers and 

producers from Nordisk Film Distribution and Production; as well as interviews with other experts: 

a producer from Zentropa, a sales agent from Copenhagen Bombay and a producer from A. Film. 

Meeting many workers with different backgrounds and industry perspectives gave us that chance 

to understand the current situation of those companies and the market.  

Although the research has been conducted with a focus on the regional Nordic market, that presents 

peculiar political, societal and economical traits, we believe that the output of the paper can be 

useful for many production companies around the world. The analysis takes into consideration a 

phenomenon that is indeed quite new for firms. Those companies have to be able to create new 

possibilities and sources of novelty in order to exploit the relationship with the VOD services that 

are increasing in power in the worldwide market. 

Consequently, the theoretical framework that we defined made it possible for us to underline the 

importance of topics as strategy, business model and innovation as the basis for effectively 

studying, analyzing and evaluating what Nordisk Film has done so far in merit of production and 

distribution of content. 
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The results obtained and their connection to the theory showed us the current position of Nordisk 

Film towards its customers, the audience and the revenue streams. The company, indeed, has been 

able to face new potential threats coming from the distribution side of the industry. This required 

adaptation of the content production too and will require thoughtful strategic planning for the years 

to come. Nordisk Film, in fact, was able to set profitable and valuable partnerships and customer 

relationships with important Scandinavia streaming distributors and it is trying to deeply study and 

understand the audience’s new consumption and purchase behaviours. Then, it is balancing 

revenues coming from different businesses, new activities and traditional ones, in order to keep a 

stable profitability. For instance, the enterprise could afford to experiment into the SVOD and 

TVOD business and – at the same time – to keep on having theatres as an important source of 

income.  

 

7.1 Future challenges  

 

During the interviews with the managers we had the chance to discuss wider aspects of the film 

industry and its future challenges. The first challenge for the future is strictly related to Nordisk 

Film’s business, instead, the other two concerned the general future trends of the whole industry. 

Indeed, we wanted to have a clear understanding of what the managers are expecting for the future 

of the market; the output of their opinions can be summarized as follows: 

  

Nordisk Film entering new markets 

The Danish company has gained an advantaged position in the Danish market, with good 

performances in the rest of the Nordic countries. The next step for maintaining this power in the 

market will require growing and reinforcing its position in the Scandinavian area, both in terms of 

production of content and distribution, by improving and implementing the current strategy. 

Then, it emerged from the interviews that Nordisk Film could expand its business to Germany that 

is culturally similar to Denmark and Scandinavia.   
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Theatres 

A big threat that production companies have to deal with is the decrease of the younger audience's 

interest in going to cinemas. Theatrical box office represents a significant part of the annual 

revenues of the main producers, who heavily depend on this kind of income. Many interviewees 

pointed out that it is a real challenge to create the right content for making people go to the cinema 

and to drive the market against the trend of home entertainment. Among the people we interviewed 

Louise Vesth, Klaus Odegaard and Rikke Crosby show different opinions regarding how heavily 

the new audiences are demanding productions that are different from the past. The mentioned 

interviewees pointed out and questioned themselves on how film production enterprises will adapt 

to this and create future content. This could be done by producing content specifically for theatrical 

release or by focusing on short TV series productions.  

Theatrical revenues have been somewhat steady in the last years; however, by observing the 

behaviour of younger generations there is a clear threat of a future decrease in those revenues. 

  

Tech industry 

The film industry is going through radical changes, mainly due to outsider companies that drive 

the market thanks to their economic power, innovative technology and business models. Firms like 

Netflix and Amazon are already established in the market and they are generating considerable 

revenues in the entertainment industry. This motivated other huge tech players to also enter the 

industry. For instance, Google, Facebook and Alibaba are investing for creating content and they 

aim at enlarging their production capabilities and creating their own audience through their 

platforms (Laporte, 2016). As it happened with Netflix and its innovative business model, this trend 

could lead to a further radical transformation for the players in the film industry affecting the 

‘traditional’ content producers.  

 

7.2 Further research 

 

In this section we are presenting some aspects that could be investigated with future research. This 

work integrated the academic studies on strategy, business model and strategic innovation with 
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literature on the film industry. The aspects of the film industry that we studied are relatively new, 

since they derive from current changes in the market, which started approximately ten years ago, 

but have now profound consequences in enterprises’ business and will affect the future of the 

industry. 

 

It would be extremely relevant to prosecute with the research by following the development of the 

market. This could be used in order to see how big players are shaping their strategy – in the film 

as in the whole entertainment industry – and how the production companies will react to this in the 

following years. However, the main changes in the market start generally from the US, due to the 

presence of the massive cluster in Hollywood, and have a big echo in the other markets. 

Indeed, further research could be conducted on other companies; we believe that having a multiple 

case study on this topic would observe it from a different angle adding knowledge to this research. 

Other production companies, agencies, broadcasters, distributors, streaming companies could be 

perfect interviewees for future research. 

In addition, expanding the geographic area of research could definitely help the study in terms of 

relevance for the whole international industry. Moreover, in further research, our study in the 

Danish and Scandinavian market could be examined in relationship to its European context 

gathering data from companies in the other European countries.       

To conclude, we focused on certain sections of the Business Model Canvas that we discovered 

being the ones most affected by the VOD revolution. However, also the other parts of the model 

have changed, or will change in the future; so, further research could study how those other areas 

should be transformed.  
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Appendix 1 – Interview Guide  

 

Henrik Zein - Interview 26/2/20 - Nordisk Film 

Introduction of the interviewee: 

 Please tell us about Nordisk Film production and your role. 

 What are your daily activities?  

 

Customers and sales channels 

 

Who do you sell your product to? Which kind of contract do you sign with them? 

 Does it happen that those distributors/platforms participate in the production process (if the 

contract has been signed before/during the project)? 

 What if the partner is a consumer-facing platform?  

 

Did the bargaining power with them you have changed in the last 10 years?  

How do you describe your relation with the distribution department management? 

 

Do you engage with fans or online communities? Do you think consumers have changed their taste in 

film?  

 how does it affect your production first and then relationship with distributors/your distribution 

mix? 

 

When you're working on license agreements with third-party services, what are you looking for?  

 Are there trends that are emerging?  

 How would you compare it to the past ones?  

 Are there red flags that you keep an eye out for? 

 

Cost and revenues 

 

As a studio head, what does the revenue pie look like today? Where do you make your money? 
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 what about the revenues coming from the distribution department? 

How did your revenue stream from selling your product change over time? 

 

Compared to physical consumption, do you think that the digital one tends to lower the value of a film?  

 

From your perspective as head of production company, how does your revenues split among film sell 

through or rental (EST/TVOD) and subscription (SVOD)?  

 How does the audience watch movies nowadays? 

 

How did you adapt to this new situation? (cut in production and other sources of budget) 

 

How about your budget? Where does it come from? 

 Do you think it is decreased? 

 

Sales strategy: 

Do you have any knowledge regarding Nordisk Film’s release strategy? 

 How did it change with the streaming revolution? 

 

Over the last 10 years the release strategy of a film has changed radically, how has your job and the 

production of films adapted to this change? 

 depending on the contracts signed by the distr. dep., do you relate to third-parties while/before 

producing a film? 

 

Can you tell us about internally owned digital platform Nordisk Film+, when and why was it created? Was 

it created in collaboration with someone else? 

 

Future challenges: 

 

How do you see different power dynamics evolving in the digital distribution landscape? Some say 

content providers are king; others say it is those who own the digital pipelines into our homes or those 

who build the best device. 
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Are there any future challenges?  

Is there any other aspect that you think is relevant and we did not talk about yet?  

 

Appendix 2 – Coding example  
 

 

Francesco Turri : (07:06) 

So people kept going to the theaters? 

 

Klaus Odegaard: (07:08) 

Yeah, it's pretty steady. Actually what drives the difference in our part of the world is the local lineup. So if 

it's a strong local year, you'll see attendance grow and if it's weak it will decline. But I mean the base is 

pretty stable, which is good it's very nice. But, I mean, home entertainment wise, there was a drastic change. 

We've had to, you know, get rid of a lot of people, reorganize, develop new skill sets and new ways of 

working. So I would say that we were probably some of the first to react to the change in the business, at 

least in the Nordic region. So we were quite quick to see that this would go the wrong way for physical. It 

still remains a business area for us. 

 

Francesco Turri : (08:12) 

Yeah. 

 

Klaus Odegaard: (08:13) 

Not for, you know, big volumes, but for certain specific audiences and titles. So that's a steady stream of 

income, but you know, it is very, very small compared to what it used to be. Transactional, so TVOD, I 

mean, renting movies and EST purchasing of movies digitally is in growth. It's not as big as we hoped for 

and projected just years ago, but it's still very healthy. We have, actually I can't take credit for this, but 

Nordisk Film has been pretty big on driving cross company collaboration on a Nordic level. Because what 

we can see in our numbers is that, I can't remember the exact numbers, but it's roughly around 75% of the 

population is not aware that you're actually able to buy and rent films digitally, 75%, Yeah. 
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Appendix 3 

 

Interview Henrik Zein, CEO – Nordisk Film Production 

Francesco Turri: (00:00) 

Our topic is how a film company has changed or has to change its business model after the new 

way of consuming movies in the streaming era and this new way of consumption from consumers. 

So we are going to ask you some questions around this topic. 

Henrik Zein: (00:18) 

Yes. 

Paolo Maria Sacco: (00:23) 

Okay. We wanted to structure the whole interview in a few parts. So the first one would be around 

how you engage with the customers. Of course, maybe this is something that it's more related to 

distribution, but also we would like to know how you relate with distribution and how your 

relationship with customer affects the production of a film. So the first question is who do you sell 

the movie to? 

Henrik Zein: (00:59) 

In the terms of customers, the customers are handled by our distribution. All our films are handled 

by Nordisk Film Distribution. We have a deal with them. So they take all the films that we produce 

under certain terms regulated by the market and by the Film Institute and something we negotiate 

with them. So they take all the films and are responsible for bringing, you can say, the product to 

the market. In some way we interfere with the audience. We don't look at them as a customer, but 

more like an audience or who is this film for. So, actually we don't have a great knowledge about 

the customer because that's done by the distribution and they have it. I don't know if you have been 

talking to Adrian, from the distribution department, because he can tell you about. They have a 

very strong tool, a consumer insight tool that they use where they ask people and they can test 
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something. They have a very clear picture about, I think they operate with eight groups of 

consumers. So they know how people see the film, by going to the theatre, to the cinema and social 

events. And, what they like when they go there. What do they expect if it's gonna be a success and 

all that kind of stuff. So they're very close to the consumer. So we rely on their knowledge into the 

theatrical market. Then when it comes to the home entertainment market - because we look at it as 

two different things - one is that the theatrical market and the other one is the home entertainment 

market. The home entertainment market has really gone through some changes as you mentioned 

in your introduction to this. Because we were used to a very large physical sale of DVDs and - if 

we had a quite popular Danish film - we could easily sell 100,000 DVDs and that's a big number 

in Denmark; we are only, you know, 5 or 6 million inhabitants. So that's really something. And 

now we see the changes that people who used to buy a physical DVD and have a collection at home 

and could see this film once in a while, they are not going to buy the film electronically. We have 

this new possibility that is EST, electronic sell through, which Adrian also can tell you more about. 

But that means that you buy the film that you own it for good. But as I see it as a film producer it's 

complicated this EST, the customers don't understand it. And if you buy a film on Apple, you can 

only use it on Mac products for example, which is a problem if you have a Samsung TV or you 

know, smart TV, so this, it's not clear if you buy a film, how is that going to work on, there's no 

regulation on that market to watch it through their platform. And then you're making a narrow goal 

instead of, you know, possibilities. So that's a problem that people don't understand this. How can 

I buy and own this film? And then the other thing is that now we feel that we are in a culture where 

people are more used not to own things but have access to it anywhere, anytime. So that's what we 

are up about an and because you can see it: the whole Uber, the whole AirBnb and you know, all 

of those kinds of things that has changed the way that we own. You just want access also Spotify 

or the streaming services. So we are getting used to the way that we consume things that just if we 

have access to it, we don't need to own them. So that's a new thing. So in that term we need to 

adapt. You can say the way that we are dealing with consumers they can get access to our products. 

So there must be new or better possibilities in this that we haven't seen the full advantage of. So 

like for example, if I want to see, yes, let's take one of your great filmartists like Federico Fellini. 

If I want to see all his films, where do I go? I don't know because you maybe can see 'Eight and a 

half' or you know, 'La strada', but where can I see the first film he made and the second and I want 
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to see all his film. So, there must be a new way to make access to all this content. Because it's only 

a matter of getting this thing done electronically because once you have to upload it, you have done 

once, then you don't have to do it again. Maybe you can restorate the film or graded again and, you 

know, really improve the quality of the film. But once you have given access to it electronically 

you have done the job, then it's just selling it. So I mean there must be a lot of possibilities to get 

access to all the content that has been produced during the years. Also certain directors, if you want 

to see all Martin Scorsese's films, where do we go then? And you know, so what you should do is 

you should be able to have more direct approach to the consumers and say, if you like this film, 

maybe you like all the, the French new wave films, all of the you know, films by directors or genres 

or all that kind of stuff. So I think there's a lot of possibilities that we don't have seen the full impact 

by now. But it should be possible to do it because it's not a physical thing anymore. 

Francesco Turri: (08:16) 

So do you sell your product to platforms? To streaming platforms? 

Henrik Zein: (08:26) 

Yes, we do that's what our distribution does that, they concerned us for the price and the terms and 

you know, is it seven years or 14 years or how much do they pay for it? But we are seeing a more 

mixture of both selling to our local broadcasters in Denmark TV2, DR and also to the streaming 

services. So it's very important for us to have first live, second live, third live and so on. And then 

when the film gets older, it's a catalog title. Like Fellini's films, for example, we have, I don't know, 

3000 film because Nordisk Film has been producing films since 1906. So we have a lot of film in 

our backlog. So that's important, you know, to see how can we do that. So I think the distribution 

- you'll see when you have talked to Adrian - they are really champions of, of doing this and figuring 

out how can we sell the film again and get some prices. 

Paolo Maria Sacco: (09:25) 

So, the main actors where you sell it to are the DR and the national broadcaster? 

Henrik Zein: (09:31) 
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Yeah, the main ones in Denmark are DR and TV2. Also the Scandinavian streaming services like 

ViaPlay and YouSee, TV2 Sumo in Norway and then the other main actors like Apple and Netflix, 

HBO and so on and now Amazon has entered the market too. 

Francesco Turri: (10:09) 

Yeah. So those are the main two. So either the broadcasters or the platforms now because it used 

to be DVDs, physical and now it's those two main. 

Paolo Maria Sacco: (10:22) 

Do they take part in the production processes or just the pay for the production and buy the rights? 

Henrik Zein: (10:29) 

We are making what we call a presale. If we sell the film to them before we start producing it, then 

you can say they're part of the financing and we'll get, you know, their logo in the film but they 

will have limited influence on the films. You know, they can't decide cast or say no, we don't like 

that script. It's either take it or not, so. 

Francesco Turri: (10:58) 

They're just kind of around and see what’s happening. 

Henrik Zein: (11:02) 

But it can help us too. If we don't persuade other financiers about the film, then it will help us if a 

broadcast said we liked this film, we onboard. So that's, that's a good thing to say, hey we've got 

TV2 and we got those and those on board. 

Paolo Maria Sacco: (11:18) 

So would you say it's better to collaborate with DR or TV2, so local broadcasting or streaming 

services? If there is any difference, of course. 

Henrik Zein: (11:31) 
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Well, it's difficult. You see, it depends on what kind of money they will give. And also if maybe 

for some funding of the film, it's better to have the local broadcast on board like the TV2. Unless 

you can make a sell after this streaming services to a local broadcaster just to see sometimes if we 

apply for support by Nordisk Film & TV Fund, which doesn't have anything to do with Nordisk 

Film. It's a fund which supports film-makers in Scandinavia. They can give quite substantial 

funding to the film, but it requires you to have a local broadcaster with you in that sense. So that 

would be an advantage. But I will say it depends on what prices can we get for the film. 

Francesco Turri: (12:30) 

Did you ever do like co-production with any of those platforms? 

Henrik Zein: (12:36) 

No, we don't invite them into the production, as Nordisk Film, also to be owners because it will 

complicate the things more because then they can have a say on the cast and script or on how big 

should the budget be or something like that. Because we have the size, we don't need others to take 

a risk. We can take that risk ourselves. 

Francesco Turri: (13:06) 

And related to that did you see any change in the bargaining power in after the rise of those 

streaming platforms who has more power? 

Henrik Zein: (13:17) 

Yeah, I think so. This is a really good question when you are talking to Adrian because he's the one 

who deals with these conflicts. I think the best way to deal with this is to make a deal with them 

and see if you are going to take all our films with the condition. It's much better to take the whole 

and see if you will do this. How can we get the prices up and you are obliged then to take all our 

films. You can say I wanted that and that, but I don't want that, you need to take them all, so that 

says that's good, you know, bargaining situation. So you need to make that kind of deals. And 
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actually our distributions have made that. But it's also, you know when you say yes to somebody, 

you say no to somebody else, so it is difficult to say what we should do now. 

Francesco Turri: (14:30) 

Yeah. Because they're exclusive contracts, right? 

Henrik Zein: (14:33) 

In terms of territory or also in terms of the exclusivity to take our films. So they will get security 

for that. They will after a certain line out every year, which is important for them. And it's important 

for us to know the economy, which money are we getting for each film, in order to finance our 

films. That's also important for us. 

Francesco Turri: (15:05) 

Right. And what is your relationship as production with the distribution department? Do you treat 

them as another company? 

Henrik Zein: (15:14) 

We are kind of arm's length, you can say also due to the regulations from the Danish Film Institute 

and the other supporters. But we are very good at staying together and find out how can we find a 

solution here. But it's always things that also the distribution tries to find out for other than only in 

house production, but also for central other companies that they work with. So, I think it's good 

and sometimes we negotiate because sometimes we have a different view and different interests in 

what to do. But then we take a good talk and find out how can we solve this. 

Francesco Turri: (16:06) 

Yeah. So, there is some kind of negotiation. 

Henrik Zein: (16:11) 
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Yeah, we have a standard contract, but then there can be some negotiations and also they help us 

with the pre-sales, for example, for the film. Then they need to ask, are you okay with this? And 

we say yes or no, we can do better sales or you need to go back and say that and that. In the 

longterm, they are very good at helping us finance our films. 

Francesco Turri: (16:35) 

So yeah. Another section of the business model we were looking at is both the costs and the 

revenues, those two sections. So we were interested in knowing how your revenue pie looks. So 

where did the money come from for producing the movies? 

Henrik Zein: (16:54) 

For financing the film? It's in Denmark. It's almost impossible to make a film without support from 

the Danish Film Institute. And you can apply from two schemes. At the Danish Film Institute, we 

have market schemes, which is commercial films. Like what can we see like Klovn, which is in the 

movie movies just now. Then there can be more. And then the other scheme is consultant or 

commissioner, editors at the film institute, which is a more artistic way to look at a project. Like 

'Queen of hearts' starting last year and we also produced. So that's a commissioning editor has been 

involved in that in the film. Then there's also a commission editor for more children’s film was just 

released last week. We released 'A perfectly normal family' in the theatres that was supported by 

the um, the children's, um, commissioning editor because it's film that that's is seen from an 11-

year-old girl's perspective. So, those are the schemes. It's important for us to get support from the 

Film Institute and that support will be between 25 to 35% of the budget. That would come from a 

public policy European that will be on the top then. Then we can apply for media support, which 

is part of greater Europe scheme. Then we can also apply for another European fund. But that's 

more complicated because you need to make a co-production between other countries Sweden, 

Norway, Denmark, Ireland, Germany, or you need to Italy. You, you need to find out and then, and 

if you do that, it needs to be placed also by support by the local film institute. That means that in 

14 days from now, we'll release a film in Sweden called 'Charter' by Amanda Kernell. And this 

film was supported by the Norwegian Film Institute, the Swedish and Danish ones too. But they 

do only support it if they are certain of revenue in the country. So for example, the editor, most of 
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the post-production were done in Denmark. The main lead in the film is a female actress from 

Norway. So that's why we can get money out. We need to put some things - and not only post-

production - there also needs to be something that is artistic to the film, like the editor or the 

composer or something that has an artistic print on the film. Yeah. So you can ask for supply for 

these others. And then there's Nordisk Film & TV Fund, which also is one of the demands is that 

the film is getting released in the other countries in Scandinavia. And then that can be a, they can 

be tax rebate, local funding from Fyn fund and others. And that also means that you need to make 

some certain expenses there and get I don't know what, but that depends also on negotiation and 

then there can be a check rebate. Right now we are filming in Prague, so they have the tax would 

be that every euro you spend there, you get a 25 per cent back in a tax rebate. So it's a puzzle, you 

know, to finance the film and find out how to do it, and then you can invite other investors in and 

say, would you like to be on board. And also regular investors can be, but we're not used to that in 

Denmark, in Norway, we have done it several times and it has been a success. So when they get 

recruitment and the whole amount back and plus rent, then, you know, they are more than willing 

to go into the new film. But we can't guarantee that they will get their money back. We don't know. 

So it is a chance. It is a big risk and we've not done it before. It's difficult to tell them what is the 

risk because it's not like, you know, the market of the stock exchange, you know. 

Paolo Maria Sacco: (22:16) 

And do you think your revenue stream has changed over time with public funds or private investors, 

also due to the technology? 

Henrik Zein: (22:27) 

Yeah, there's been a little bit tougher in Denmark to get film finance because at the last they're 

making an agreement for a four year period about how the film area is regulated and how much 

money do the Film Institute have to, how much money can they have in their schemes and how 

much money do the regional funds have. So at the latest agreement, there was a lot of money that 

was moving to West of Denmark to the Film Fyn and Jutland. So they have a bigger pot of money. 

But that also means that you have to make a lot of shooting there. And that's not necessarily an 

advantage for us because it's expensive to soon send a crew from Copenhagen to Fyn or Jutland 
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every day. So even if you say they can drive each way to Fyn in the morning and back again, it's 

expensive and transport. And also if you see you can stay over there, you need to pay for hotels 

and per diem and all that kinds of stuff. So it's been a little more complicated. Also now that we 

have lost the Copenhagen Film Fund, which was an essential good reason to shoot in Copenhagen. 

Now if we look at it, it doesn't make sense to shoot in Copenhagen because we have no funds. 

Paolo Maria Sacco: (24:10) 

So everything's moving into the rest of Denmark. 

Henrik Zein: (24:12) 

Yes. Or you can move to Germany or you can move to Gothenburg, where there is a regional fund. 

So all you can say, okay, let's shoot in Denmark and then we don't get any support for it, but we 

need to do it. So it has been more complicated. 

Francesco Turri: (24:34) 

This is one of the two big parts: one is funds and then there is some money coming from the 

distribution or from the country, from the revenue stream. 

Henrik Zein: (24:42) 

And that sense that is a challenge for us. We need to find a new way of money to get into the 

system. So we're really depending on finding new ways. So our content, that's important. 

Francesco Turri: (24:55) 

So those money comes from the distribution department? 

Henrik Zein: (24:57) 

Yes. To us as agreed. Yeah. They take a cart, you know, they take a distribution fee. If it's 25% or 

20, that's all regulated in the deal with them. And then the rest is to us, to the producers. And we 

have for every film, we have a recoupment plan, which says how much money to do. We can earn 
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our investment back. And then we start to give them to people, like the artists, the director, the 

writer. And some of the funds are also given back if the movie is a success, as regulated by the 

deals with make. Yeah. So that can be different from film to film and with the actors and director 

and the writer, it can depend on the negotiations, but also on certain deals. Uh, which has been 

regulated through the producers' association - that we are a member of - which deals with stand up 

deals that have been made. So it's all regulated. Um, uh, besides that, the revenues when we earn 

money, we sense pressure the other way, which means it's very difficult for us to, to hold the 

budgets down. It has been more expensive for a film. So the inflation to produce a film has gone 

up and that's due to the fact that it has been producing so many films and series and Scandinavia 

and Denmark, it's hard to find a line producer. The cast will have certain demands. All the film 

crew, they also demand a high increase. So because of the very high, you can say there's really 

pressure everywhere. It's the salary that has really gone up and also the cost. So we're oppressed 

by that so that we have increased budgets. And that's difficult for us also to see that the financing 

is increasing. So, we are dealing with that. 

Francesco Turri: (28:02) 

So from what we heard from other people we talked to is that these streaming platforms - and those 

people acquiring them, also DR or the broadcasters, everybody was acquiring film recently after 

this digital revolution, are also able to offer less. Do you see that also? 

 

Henrik Zein: (30:50) 

Yeah, maybe. For the same content. For the same product. It could be some for some products. I 

think we sales it mostly for the rest of world sales which is outside Scandinavia because we were 

used to, some films could be sold and now then it seems that it's not everything that can be sold. 

There's a tendency that you can see straight from a genre film we've just made this winter in 

Norway, a film called 'The tunnel', which is a disaster movie, you know, burning inside a tunnel 

up in Norway, cars turning together and so on; so we made that kind of film and that's been selling 

all over the world. It's really a huge success because it's like a clean genre movie. So those films 

are still easy to sell, but drama or certain stories, not necessarily is easy to sell. So there's been a 

change. And you can see also that the streaming services have entered not only in Denmark but in 
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whole Europe and a lot of other territories. And when they buy a whole area or worldwide 

distribution, then it's difficult to sell the film to another, because either there's exclusivity, that you 

can't do it because they have the right for it or the local broadcaster or Luxembourg, France, Italy, 

Spain or whatever. They'll say no, I don't want to buy that film because it will be on Netflix in three 

months. So why should I buy the film? So they are also pressed by their broadcasting window, 

which was, you know, a very important window for us. So that's also new. So in that way, you can 

say, we sense really that all of this has gone much more global. 

 

Francesco Turri: (33:10) 

About the release strategy, is there any change? 

 

Henrik Zein: (05:10) 

The release strategy is only dictated by when is the local premiere, when is the best time for the 

local premiere. And if we have a very big film, like for example, we have 'Marco effekten', which 

will be released 1st of October, and that date has been placed for one year and a half. So that's a 

big film. So the others are moving away from that date, because no one wants to go up against that 

film. It's like a Danish 'James Bond'. You know, it's really a big film. So the big films, we place 

them in good time to say now we're going out with this film. So people are expecting it to be big 

and it will take most of it. But, it is a puzzle, it really is a puzzle. When is the best time to release 

a film? We are very, depending on when the American film are released, we're not Disney Marvel, 

you know, all the big films. They are released almost at the same day all over the world. And we 

weren't used to that. And there was always an American release. And then they could go six or nine 

months, before the film came to the different territories. Now it's almost global release at the same 

day, like 'Mao and friction' in June, that will be released all over the world at that date. 'Top Gun 

2' film with Tom cruise will be released the same date in June, all over the world. So if these big 

films come then the Danish films are moving away from it because we don't want to be swallowed 

up by that. So it is possible to see when is the best release for this film. And it's a positive thing 

because if you see every Thursday when, which is a release date and Denmark, maybe there are 

six or 10 films released and some of them you have forgotten which films they were. You had 

never heard about them two weeks ago or three weeks ago. So these shows, films coming out, some 
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of them just, you know, go down, but they have been released in reviews and that's also important 

for us because the theatrical window is by far the most important window for us. Because it's where 

the consumer say, Hey, this film, okay, I don't manage to get to the cinema but I will see it when it 

comes on home entertainment. 

 

Francesco Turri: (36:12) 

Wasn't there a larger period of time before home entertainment? 

 

Henrik Zein: (36.17) 

Yes, there still is. That's replicated in the deal with the cinemas because if we can put the film out 

on the home entertainment market just after two months, then the cinemas will say, no, we don't 

want to take that stuff. We have cinemas in Nordisk Film. So that's important for them to have the 

exclusivity in this, instead also we're talking with them about films, which do not perform in a 

cinema, we release them earlier on home entertainment because we've just had all these marketing 

about the film. Why not use that for the home entertainment. So that's something that is being 

discussed. 

 

Francesco Turri: (37:04) 

Okay. So somehow it shortens up that period. 

 

Henrik Zein: (37:05) 

Yeah, but it's difficult because the cinema says 'no, this is the only way we can get'. They are afraid, 

because if they say yes to some titles then they can't hold it, you know, it will grow. And then to 

say 'what's the business for us?'. So they are holding onto this exclusivity at the cinemas. From our 

perspective as producers, we're making film for the big screen, that's important for us, for the only 

creative we are working with. And also the theatrical 

 window is by far the most important, no doubt about that. 

 

Francesco Turri: (37:40) 
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Yeah. Because I know that the streaming platform, they tried to put pressure to take advantage of 

the market being done because it used to be a 60 days? I don't know. 

 

Henrik Zein: (37:52) 

No, it's at least four months and then, for example, if you release a film in a like, um, this film 

called 'Something in Danish', it was released last August and it was a big title. I think that film was 

released for home entertainment at Christmas. So I think they could do that because they got some 

kind of dispensation. The film ended being in the cinemas and then, they made a deal that it can go 

out, go out, but they can't do it with all films. 

 

Paolo Maria Sacco: (38:39) 

And so, going back one second to the revenues. So you make the revenues for the project, project 

by project, or you used revenues gotten from another movies to produce another. 

 

Henrik Zein: (38:57) 

You can say that, yes. We use money that we earned from our films and we reinvest those in new 

projects, first in development and then in investments in new products. Yeah. 

 

Francesco Turri: (39:14) 

Okay. And then once the movie's done and it's sold, you'll get some money then, it will be used for 

the production process. How do the funds come, the public funds come project by project, right? 

 

Henrik Zein: (39:26) 

Yeah. We get them movie by movie. 

 

Henrik Zein: (39:30) 

I can't have different recoupments. And you can say that the advantage of that model is that every 

year ending on how much we produce in Scandinavia there for film production, they know the in-

house production. That's between 10 or 15 productions each year. So that's important for us and 

we hold that content because the key is to own your own content and you can see how much Netflix 
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is trying to produce much more in house. Because then they will own it all the time. It's all over. 

So when they are entering into middle East or India or all the big territories where they haven't 

been yet, because the infrastructure isn't good enough, the year, the speed of the internet isn't fast 

enough. But when they are entering those countries, they can just put all the content, you know, 

because I don't have to ask anybody. They haven't paid for it. Here you go. So, if they do that with 

our films, they only have it for seven years and then they sketch, I'll renegotiate new deals. So that's 

why they want to own their own content. And that's what we always have done to own it. 

 

Paolo Maria Sacco: (40:48) 

That is why you've made Nordisk Film Plus platform? It is the other way around, isn't it? How does 

it work with that? 

 

Henrik Zein: (40:56) 

Yeah exactly. With that platform is going good and you can ask Cathy about how she's one of the 

architects behind it. And I think it works well. I see it as a sale that, if we didn't have it, we were 

missing it. So, I think it is a plus. It is on top of the other sales. It's also part of the YouSee package. 

So for me it's smart thinking and in inspiring for thinking of 'can we make some new sales or can 

we make new possibilities here?' So that's good. 

 

Francesco Turri: (41:46) 

With Netflix, do you guys sell some movies to them in some territories? So usually don't sell them 

to them globally or what do you do? 

 

Francesco Turri: (41:56) 

With Netflix, do you guys sell some movies to them in some territories? So usually don't sell them 

to them globally or what do you do? 

 

Henrik Zein: (42:02) 

we can, it can be both. It can be the Scandinavian area or it can be everything, but not exclusively. 
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Francesco Turri: (42:10) 

So you sign with Netflix, but not exclusively. 

 

Henrik Zein: (42:18) 

so we can sell, you know, both to Apple, to Netflix, to them all but it would be non-exclusive. 

 

Francesco Turri: (42:25) 

So they have it on their catalog, but it's not there. 

 

Henrik Zein: (42:27) 

because if it should be exclusively, then they have to pay a lot more for it. And when they do those 

products, there's movies produced by them. 

 

Paolo Maria Sacco: (42:33) 

I imagine that they outsource the production. They don't own facilities, right? 

 

Henrik Zein: (42:39) 

That's right. 

 

Francesco Turri: (42:40) 

Did the other approach you for that? 

 

Henrik Zein: (42.43) 

We are thinking about it. It's a, it's a good question because it's, you can say, if you're going to 

produce for Netflix in some kind of exclusivity, then you need to be sure that you can produce at 

least let's say 10 films a year or five films a year. And if we, if you do that, if you take upon you 

that obligation, then you need also to have all the staff that can produce this films to secure that 

you will be able to pro provide them with these films. And that can be difficult. And also another 

term when producing for Netflix is that you need to earn your money in the production because 

you will not have any ownership or long tail revenue afterwards. So it will be the production to be 



137 

 

expensive. So, and and what can a revenue be? A 15 percentage of the budget or 20%. You need 

to calculate that every time. And you take the whole risk by producing it. So if something goes 

wrong, it is our own big concern. I think it's not necessarily money in the bank to produce for 

Netflix in all exams, but it could be to look at it project by project. 

 

Francesco Turri: (44:25) 

Uh, so besides those aspects we talked about, are you aware of any other big changes after in those 

last 10 years of like this new way of consuming movies? 

 

Henrik Zein: (44:43) 

Yeah, I'm concerned about Sweden. I think I'm not that concerned about Denmark and Norway. In 

Denmark we've had in a very long period, we can see that the market share of Danish films are 

almost 30%, which means that 30% of all tickets sold in Denmark are Danish films, so that's a high 

number. I think, only in Europe, perhaps France is higher than that. So that means that we have a 

really consistent audience for our films. If we make good films, if we are doing our job good, if we 

are producing something that people would want to see. So that's really an advantage. And I think 

in Norway it's between 20 or 25% - it has been a little down in 2019 and we are looking lit into a 

little into what could that be caused by. And in Sweden it's an absolute disaster, in 2019 the market 

share was 13%, which is really low. And it was, you know, two or three films who took almost all 

and then there were, I don't know, 20 film at that point sort of nothing. So that's really a problem 

because if that goes on, then the audience lose confidence in the local films and that will be a 

disaster. 

 

Francesco Turri: (46:21) 

And did you attribute that to the ability to see international movies more easily? The cause of that 

is that they, thanks to streaming platforms, are able to see much more content from abroad? 

 

Henrik Zein: (46:39) 

Yeah. And then they somehow have lost interest, especially the young ones, not so much the older 

generation, but especially the younger generations. They have lost interest in Sweden. And I think 
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you can never say that the audience is wrong, so that you must say, where have we failed in 

Sweden? And I think we have failed in finding stories, that can attract a younger audience and 

maybe also find out can we find some more young directors? Where can we find these stories that 

they want to see and make them give them access to this. Because I'm afraid if they don't want to 

see Swedish films and not going to the movies, then we can end up with a generation who doesn't 

want to go to the movies in the theatres and then we have a problem. Right? So, uh, because, uh, 

seeing film in the cinema is such as social occasion to be with your friends, to see something in 

two hours where you put your phone away and just focused on one thing. So it's really important 

also to see a film and go out and have this social occasion instead of staying at home and just watch 

the television all day or see everything on television or on the mobile. And that's even worse. So I 

think it's a challenge that we need to get to how can we solve this so that we're going to do that in 

Sweden. 

 

Paolo Maria Sacco: (48:25) 

So, do you think it is kind of both a problem of production, like content production and device-

wise? 

 

Henrik Zein: (48:33) 

Yeah, I'm not a, I'm not against seeing content on there on the phone, but then you shouldn't produce 

a film to 70 or 7 million euros to do that. You don't need to do that. You can do that for way less. 

 

Paolo Maria Sacco: (48:50) 

Also because people would pay basically nothing for seeing it. 

 

Henrik Zein: (48:54) 

Yeah. So I think it's great to produce content to the phone and it doesn't have to last two hours. It 

can be episodes of 10 minutes or so. Yeah, I think that's good. But it needs to be both the one and 

the other. 

 

Francesco Turri: (49:12) 
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Is there a change in demand in matter of like tastes you will adopt these before you made an 

example of a movie that's really popular? Is that a general, like people with their action or short 

their movie? 

 

Henrik Zein: (49:25) 

I think the length is okay, now we have a large knowledge for the three countries, Denmark, 

Norway and Sweden, in many ways they are equal, but they are also very different. So for example, 

in Denmark it's really difficult to make family films to be successful. It's difficult. In Norway it's 

much easier. 

 

Henrik Zein: (49:54) 

And in Sweden it's difficult to make comedies, to make them function so that each land, each 

country has their way to deal with and something is easy, more easy-going and something is 

different. So, but I also think it depends on the talent and producers being more targeted against 

something and we want to solve this. So we are really working in Nordisk Film to figure out how 

can we do, what will the next family film be in Denmark. That's important for us. 

 

Paolo Maria Sacco: (50:31) 

But with time, did you notice any big changes in those tastes compared to 10 years ago? 

 

Henrik Zein: (50:36) 

Something has been a change in that. I also just think that some of that is because of the streaming 

services. There's a lot of, you know, middle of the road film they are on the streaming services. 

 

Henrik Zein: (50:52) 

Why should spend money to go to the cinema to see that? So let me give an example, it's not a 

Danish film, but Jacky Chan films, you don't see him in cinemas anymore, they don't have life. For 

so many of the American audience is difficult to make this film, they've lost their charm. So there 

have been big changes in that. So, but then you can produce films to the streaming services. 
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Francesco Turri: (51:27) 

So what are the main ones now that they're not as big, like, what people like now in Denmark? 

 

Henrik Zein: (51:34) 

Danish film? They like dramas and comedies is a good example. Last year 'The queen of hearts' 

was a good example. It's a film about Daniel who was kidnapped by a terrorist in Afghanistan, that 

was also a photographer, it was a media hit. And then dramas and comedies and sometime also 

films that have a kind of historical issue with it. Like for example, we made 'A fortunate man', Bille 

August made that film. We did that, one and half years ago. That was a big hit. This January, 'D 

for battle' or, I think it's called the long years of the long night or something like that was released, 

which was a film about two families during world war two. It was a major hit, just opened here in 

January. So that's typically Danish to like a period film or you know, and those are expensive to 

me because periods, this is expensive. You need to dress a street, find past frame, find clothes, find 

everything. It's expensive. 

 

Paolo Maria Sacco: (52:57) 

As for them for the future challenges, what's your idea about the dynamics evolving in the future 

industry? I mean, content providers would be the head of the market or the digital platforms, 

distributors, what would you say about it? 

 

Henrik Zein: (53:18) 

As we have been producing content for more than a hundred years and I'm sure that we are as films 

producers. In production, ours it's a very good position as content producers, I prefer that and it's 

hard to copy the position that we have. Because it's not just a question about producing some 

content, the question is about producing the right content. And to do that, you need to have access 

to the best talent and you can buy the best talent for money. They need to do it where they find that 

these people like what they're doing, like it by heart and not by their, you know, money isn't 

everything. It needs to be the match and you need to be able and have very good producers to make 

the best projects. And I think that's a big advantage for us because our history and all the talent that 

we are working with now, I think, that's part of this success that we have. But you have to be very 
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humble about it cause it's not a certain thing and say that we'll go on. We need to provide also for 

our creatives that they earn money. We earn money, they need to earn money also. So we are very 

transparent towards our talent while working with them. It doesn't work if they never see any 

money coming out of that film and that doesn't work. So, that's important for us. And also as 

Nordisk film, we can take some big chances. We can take big risks, we can make things happen, 

we can make projects that perhaps other aren't able to produce. We will be able to do that. But what 

I'm not afraid of taking risks. You just need to understand what the risk is. You can't go out in a 

certain territory and you don't know what's going to happen. You need to understand this. So it is 

a risky business that we're doing because we always estimate our films when we're making them 

and we say this can sell 100,000 tickets. So this can sell 200,000 tickets. But you don't know. It's a 

guess. So mostly we arrived and mostly we are conservative that it goes better than we expected. 

But sometimes we lose some and it's because we are making, we are filmmakers. So it's a product, 

you don't know what it ends up with. You don't know if you can get the access to, the story wasn't 

very good on the script, but would it lift when it gets many hands working on it So I'm very 

impressed by the talent that we are working with, they can make good films. But because it's so 

different to do that. 

 

Francesco Turri: (56:30) 

One last quick question, do you gave have a written value proposition or something like, that you 

want to deliver to the customers? 

 

Henrik Zein: (56:51) 

I don't know if we have towards the customer. I suggest you ask Adrian about that if he has it. I 

think for my part, we don't see them as customers, but more like audience. Because the customers 

are the people we sell the films to. The overall thing we are trying to promise both the talents and 

the costumers of our films is quality that’s something that have branded Nordisk Film through the 

years, quality is really important. That’s why if we don’t have a script that is good enough or the 

cast needed we can afford to wait. We prefer quality over quantity. Because in this way the film 

will have a very long life.  
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Interview Adrian Mandrup, VP of Nordic sales – Nordisk Film 

Francesco Turri: (00:01) 

Okay, perfect. Yeah, absolutely. We are not going to use it for anything else. All right, thank you 

so much for having this meeting. The first question is a general question. So what's your role? What 

do you do for Nordisk Film? What are your daily operations? 

 

Adrian Mandrup: (00:29) 

Yes. So what I do here I'm the VP of sales of our distribution department, you probably have just 

spoken with some of my colleagues because I've seen you before out here. Yeah. So we are the 

distribution part of Nordisk Film, so sales, what I do, I have the responsibility of looking after 

anything that goes on in terms of our commercial relationships. Once the film is out of cinemas. 

So everything that starts with home entertainment, and it goes down to all the TV, SVOD, and even 

films for schools etcetera and also for streaming channels that we own ourselves. 

 

Francesco Turri: (01:19) 

Perfect, perfect. So, the main topic of our thesis how the new of digital consumption of movie 

changed the business model of a film company like yours. So at first we wanted to know a bit about 

the process. So how does the sale of a movie happen in general nowadays? 

 

Adrian Mandrup: (02:31) 

Sorry about that. My daughter, she's home alone. 

 

Francesco Turri: (02:41) 

don't worry at all. So yeah, how does the selling process happen and who are the customers? What 

happens when a movie's done? 

 

Adrian Mandrup: (02:51) 
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Yeah. So the movie industry, you probably heard that from the others, but the movie businesses 

has a value chain that is divided in two windows. So once we acquire a film it goes through, let's 

say several parts of a commercial window. So it starts, if it's a theatrical release, that's the first 

window and then it goes to what we call the home entertainment. So the audience buy that on a 

transactional basis. Like in the cinema, where you buy your ticket. You buy your film or you rent 

your film in home entertainment and then it goes towards the SVOD or TV windows. In our 

territory it is defined by the first pay window, that's the premium SVOD nowadays. In earlier days, 

pay-TV was a linear release. That's an exclusive window; it could be, for example, Netflix buying 

that exclusive window. Typically, the size of the window would be 12 months. Then it goes 'second 

pay' that is another exclusive window. That could be, for example, Viaplay in our territory, do you 

know that streaming service? 

 

Francesco Turri: (04:13) 

Yes 

 

Adrian Mandrup: (04:15) 

The old way is that then it would go to free TV. So free TV would buy an exclusive window and 

then after the free TV window... So the 'second pay' would be for six months and the free TV 

window would typically be for three years. But what happened is that after linear is not doing so 

well anymore, we have seen that window split up to two different types of windows. So now either 

you see it go to free TV or you could see go to other SVOD, typically in a non-exclusive window. 

So there would be first, second and then non-exclusive. Then there can be a myriad of different 

SVOD operators or free TV stations that will distribute the film in a non-exclusive way. From the 

home entertainment window the film will be available on iTunes and Blockbuster and stuff like 

that. 

 

Francesco Turri: (05:23) 

Yeah. So regarding those customers... Because those actors you mentioned, the ones that actually 

buy the movies from you, are your customers, right? 
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Adrian Mandrup: (05:35) 

So we are mainly a B2B business. So we have partners that distribute our rights to end consumers 

and what we've done for the last three or four years is also entering the streaming channel business. 

Today we have three streaming channels, one for kids called Min Bio or Oiii, we had to rebrand it 

in Norway together with TV 2, and then we have Nordisk Film+ and then we have Densk Filmskat 

and that is a SVOD platform for old Danish classical films. 

 

Francesco Turri: (06:13) 

Okay. So you use those platforms to sell directly to end users, to your audience, right? 

 

Adrian Mandrup: (06:20) 

One way for the platforms to monetize is... Either we sell directly to consumers or we sell through 

partners. Typically, the TV distributor third parties and you might know YouSee in Denmark. They 

are a traditional supplier of linear channels to end consumers. But for the last couple of years they 

also have packages that combine linear with SVOD, regarding that we have seen an opportunity to 

also distribute our channels through partners like YouSee. 

 

Francesco Turri: (06:59) 

Yeah. So in the last 10 years after this revolution, I would say, in the way in which consumers 

watch movies, those customers change a lot, right? So, can you tell us a bit about that change? 

Which were the customers before and what are the customers now? 

 

Adrian Mandrup: (07:18) 

Yes. So before 2012, first of all, we sold a lot of DVDs. Because in 2012 Netflix entered the 

territory and that started the demise of DVDs, so to speak, so today DVD is almost gone. There is 

still a little bit of business, but it's almost gone in our territory. So that changed a lot. So we went 

from physical retailers as our customers to digital retailers. Like iTunes, iTunes also came into the 

Nordics in 2012, or Blockbuster that is owned by TDC, the big telecom company in Denmark, that 

is also a digital retail. So that's one thing. The other thing is, as I mentioned before, that the linear 

operators like the TV channels that we've known since, you know, the thirties; we still have those 
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as customers, but the value that they put into the rights, is much lower since 2012 because of this 

all trend towards SVOD now. So I'd state that the business today in terms of SVOD and TV is 

maybe 80 to 20 or something like that. 

 

Paolo Maria Sacco: (08:31) 

Okay. Regarding the value of the rights that you sell, did anything change in your bargaining power 

with your customers? I mean from when there was the physical sale. 

 

Adrian Mandrup: (08:48) 

I mean it differs a little bit because the bargaining power when you're part of a big market; let's say 

in the physical days in Denmark we had around... Is this about Denmark or the Nordics territory? 

 

Paolo Maria Sacco: (09:06) 

Yeah, it's about Denmark. 

 

Adrian Mandrup: (09:11) 

It's Denmark, okay. So because Nordisk Film got a really big production and we have lots of 

partners in terms of Danish feature films, we had a big market share also back in the DVD days. It 

was probably around 18 or 20 percent or something like that. That itself constituted bargaining 

power but not that much because you had 80 percent of the market coming from somewhere else. 

Today I think you can say that the bargaining power in terms of the transactional business, so the 

iTunes or the Blockbuster, even though the market share is a bit less, it's virtually the same. It's, 

you know, a scattered out industry, so bargaining power is the same let's say. In terms of the TV 

and SVOD it's maybe a bit less because when you dealt only with feature films and series that was 

also a big business, but today it is seriously so much bigger on SVOD. So I'd say that the bargaining 

power from a feature film, which we do the most, it is less than it was before. But still, we've been 

able to turn around the business from a DVD business which was really important for us. Now we 

have been able to turn that around to make up for that in terms of digital models, like the iTunes 

model and like the SVOD or Netflix model. Does it make sense? 
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Francesco Turri: (10:49) 

Okay. Yeah. That's great. So how would you describe this relationship with your customers? So 

those actors that buy your products; how often do you meet them? What's, what's the contact with 

them? 

 

Adrian Mandrup: (11:05) 

Yeah, so we meet them on a regular basis once a quarter. That's the transactional, because we have 

around 50, 55 releases a year, on home entertainment, which means that there are a lot of titles 

going through and we virtually have, as you can imagine, a new release title each week. So every 

quarter we discuss with the retailers what we are going to do in terms of marketing; what we are 

going to do in terms of the release activities; what are we going to do in terms of trying to level out 

all the investments over the year. So that is an ongoing discussion. In regards of the SVOD and TV 

we have continuous meetings with them, but the way those deals are structured is different because 

that's typically frame agreements, where you set a frame for your business together for a three year 

period for example. So then the commercial stuff is in place, but then what you do with those 

customers is you meet up with them and still have that discussion on how we are gonna make the 

most valuable performance on the platform for the titles. So it's not so strictly put down every third 

month, but I'd say that we meet with all our customers at least twice every quarter. 

 

Francesco Turri: (12:44) 

Okay. Nice. What about with the audience and end users? Do you engage with them somehow? 

Maybe now with these new services... 

 

Adrian Mandrup: (12:56) 

Yeah, so that's an important part of it. And you can go in and watch a Trustpilot.dk and you can 

see where Densk Filmskat and where Min Bio is at, it's usually right on the top. Then, you know, 

we do a lot of investments in customer service and in software where we are able to communicate 

with the customers and so. So that's one regard. In terms of where we have all the B2B 

relationships. We do that through partners, but we also do that through marketing targeted directly 
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towards the consumer that regards trailers etcetera. But we are trying to build bridges so we can 

actually see what is the consumer journey. It's a bit difficult because we need to have access to our 

retailer's systems and as you know with GDPR and all that it is not that easy. But what we hope to 

achieve is to be able to be really smart. So when does the consumer see our trailer or see some 

social media on the title and what happens until they actually do the purchase or the rental. It's a 

bit difficult but it's definitely our ambitious scope for how we wanna communicate. 

 

Francesco Turri: (14:17) 

Yeah. So this also evolved in the last 10 years. So you are engaging more directly with customers 

lately because of that. 

 

Adrian Mandrup: (14:27) 

Yeah, definitely and we will do even more going forward. 

 

Francesco Turri: (14:30) 

Yeah, of course. All right. So the other big topic we noticed in which there was a huge change that 

impacted your business model is the amount of money and revenues that actually come from those 

parties. Do you think that the amount of money that they're able to pay for a movie changed? How 

did that got affected? 

 

Adrian Mandrup: (14:57) 

Yeah. So if you look at the entirety of our business, the revenue has gone down because DVD was 

such a big revenue part of the business, but we have been able to still have profits at the same 

levels. Once again, we are not so many people as we used to be. We used to be around a little bit 

more than 30 people alone in home entertainment and today I'd say we are around 10. So that's a 

big difference. But the digital models, the digital business models, are also more attractive in terms 

of monetization, which means that we've been able to still actually grow our investments in 

acquisition acquiring new films and brokers. So yes it means that we are fewer people than we 

were and the revenues are lower, but we've been able to still have profits. So we are able to invest 

in new films all the time. 
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Francesco Turri: (16:00) 

Okay. So is the ability to pay of one of your customer right now less than it used to be? 

 

Adrian Mandrup: (16:06) 

No, it's not like this. It's just that our revenue streams, when you're totalling them up, they are less 

because the DVD business was such a big business before and now it is basically gone and we 

haven't been able to get to the same numbers and revenues, but we have been able to do that in 

terms of products. But the customers themselves still have the money to spend. Of course physical 

retailers are not a big part of our business anymore but the digital retailers are. The one that 

struggles the most in terms of paying us for rights and where we see a large decrease in value, that's 

the linear free TV stations because nobody watches films anymore on linear free TV, not as they 

used to. So they cannot pay the same amount of money and the films slots in the programming is 

not the same either. So they have gone down. So, you know, films on TV is on a downward 

trajectory so the willingness to pay from a linear TV perspective has come down. 

 

Francesco Turri: (17:15) 

Okay. Sorry, can you describe a bit your revenue streams. Where does the revenue come from in 

general? In the production department they talked a lot about this public funds and stuff. How does 

that work with the distribution department? 

 

Adrian Mandrup: (17:32) 

Yeah, from a distributor point of view. It comes from the revenue streams I talked about before 

and that's the theatrical. I would say that approximately 50, five zero, percent of our revenues come 

from theatrical but when you are a distributor, that's not where you make your money. You make 

your money from the other 50%, that's from home entertainment, TV, SVOD and our channels' 

business. Because on theatrical, the distributor will pay a high royalty percentage to the producers, 

which means for a producer, for Henrik, which I guess you have met, Henrik Zein for him, it's the 

most important revenue stream. For us that's typically where we take most of the investments back 
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into the film so we can release on theatrical. So that's just how the model works. So we'll be able 

to keep a bit more money once the title leaves theatrical versus when it's in the theatrical window. 

 

Paolo Maria Sacco: (18:46) 

Okay. What do you think about the future regarding this. Is your revenue stream, your 50% going 

to go up and the theatrical 50% is going to go down or the other way around? What do you think 

is going to happen? 

 

Adrian Mandrup: (19:02) 

Well, the estimate is that it's still going to be around the 50-50, we think that the theatrical business 

is a stable business. We think that the business especially around the channels, maybe also a bit on 

home entertainment, because the thing with home entertainment is that consumer awareness is still 

fairly low, so we believe that we're able to grow consumer awareness for home entertainment, the 

digital home entertainment, we have been able to grow that market as well. So you'll probably see 

that it's the second 50% that is going to grow a bit going forward. So theatrical will be stable and 

the other 50% it will rise.  

 

Francesco Turri: (20:01) 

Okay. And so when we were talking about the revenues before you said that you had to cut some 

expenses in distribution, like in terms employees, I guess, and people 

 

Adrian Mandrup: (20:15) 

Yes, because of the market shift 

 

Francesco Turri: (20:16) 

Did you guys also have to make some cuts in terms of how much you were able to give to the 

production department? 

 

Adrian Mandrup: (20:25) 
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No. In terms of the production department, they were also hurt because they also got a cut of all 

the DVD business. So, those money has not come back to the production, but we've been able to 

get money back in terms of the digital model. So if you look at it, it's virtually the same, I think 

one of the big things from a production point of view is that, as you talk with him about the support 

scheme, where DR and TV2 in Denmark, were forced to pay a certain amount of money. Those 

rules were changed by January 1st, 2019 and that made it made a big impact and now they need to 

go out to different funds to get the money. It's a bit more difficult. But then again, they've been 

able to do some deals with new partners locally, that again has got some more money into the 

investment for the production. So I think that, you know, we have been able to produce films at the 

end, you know, that's a good thing. 

 

Francesco Turri: (21:30) 

Yeah. That's great. What about the release and windowing strategy? Did that change in the last 

years because of this new way of consuming? 

 

Adrian Mandrup: (21:40) 

What you're seeing is that the first pay window… In the old days pay TV and today is SVOD 

services, that windows started 12 months after the theatrical release; now you see it started to go 

all the way down to a bit more than six months. In our business it starts after nine months. So 

you've seen that the home entertainment windows squeezed because the time from where your 

release from the theatrical to home entertainment, it's still four months. It's been that for many 

years. So the tail of home entertainment has been squeezed due to SVOD and the first window, the 

first pay window premieres earlier. 

 

Paolo Maria Sacco: (22:33) 

Um, there's something I wanted to ask you because we've also asked Henrik Zein which kind of 

agreement you have between the production department and the distribution one. I mean the  

money that the distribution makes, how do you split them? He just said you have an agreement. 

They just don't have any idea from your perspective how it is. 
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Adrian Mandrup: (23:30) 

What did he say? It's because, in terms of our agreements, we got a tied down in terms of 

confidentiality. And so I cannot say to much about that 

 

Paolo Maria Sacco: (24:02) 

no, of course. What we were wondering just if it was like, project by project. So you make contract 

with them 

 

Adrian Mandrup:(24:20) 

Yes, because when you finance a film, you also need as part of the financing to have your 

distributor, which is us, as part of the deal. So you do a distribution agreement, a project or film 

and you agree in terms of how much is the minimum guarantee that the distribution would put 

down to get this film. That money will help, you know, they finance the production for the film. 

So that's how you, and I'm not an expert in that, but that's how the producer will finance the film is 

to see, okay, I get so much public money, I get so much from my distributor, I get so much on this 

fund and this fund and then at the end of the day, you reach the budget and then you can show the 

director or the producer, and we are part of it. 

 

Francesco Turri: (26:22) 

We cover these topics of like, uh, costs and revenues and part and customers how they changed. 

Did you notice any other big changes in the business model in the, in the last 10 years or also 

another aspect in this part we already talked about in general? 

 

Adrian Mandrup:(27:10) 

I think that one of the, the important points is that we are one of the industries that have seen that 

consumers and the needs of consumers has changed a lot. You know yourself, what's happened 

since Netflix came into the territory from yourself as a consumer. And that has changed as we've 

discussed in terms of all business models, in terms of our organizational structures and in terms of 

the capabilities we need to have in organizational structure like this. So the capabilities from 10 

years ago may be only, you know, if we put it kind of roughly 60 to 70% you can still have the 
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same but the rest needs to be changed. Then it just goes progressively in that direction and you 

need open-minded people, etcetera. So from an organizational point of view, a lot has happened. 

If you look at the shift that consumer has been taking, that pushed us in regards to our window 

structures - as we had just talked about - and to the financial and the commercial models. You need 

to be aware that back in the old days, Nordisk Film already since 2005 we were among the first 

ones to operate on a VOD platform ourselves back in 2005. So kind of they've been on that travel, 

along that journey for many years. But if you look at it on an industry level and it's been a consumer 

shift has turned into organizational shifts, shifts have turned into commercial models shift and then 

shifts in partners and that doesn't align with your mind-set. You need to be able to have developed 

a mind-set together with the market. And that's an important thing and lots people that have worked 

in this business and - you know - they were part of the capabilities, but they are not anymore and 

new resources has come. For the industry this has been very healthy but has been tough for many 

companies in the last 10 years. 

 

Francesco Turri: (28:50) 

And, and what do you think about the future? Do you see any potential challenges coming in?  

 

Adrian Mandrup: (29:10) 

Yes, there's going to be a lot of challenges when we see them in a worldwide perspective. But also 

what we see now in the Nordics is that as you know, Apple is entering media; Amazon has entered 

media; also Netflix of course is a prime example. So the tech industry is entering in the media 

business and that to lot of turmoil. But the way I will always look at it is that market changes lead 

to opportunities. And if we are not able to beyond the full front of the changes. It also means that 

we wouldn't be able to expand our business. And that's kind of the mindset I have in regards to the 

market changes as this. This is actually all opportunity. It's also a threat at the same time, but we 

see more the opportunities in a way to have a business that is more differentiated than the one that 

we have today. And just to know, again, if you go 10 years back, we wouldn't have been able to 

own a channel because you know you needed to have a satellite or you needed cameras and all that. 

Now we are a niche film channel on Nordisk Film+ for example. We are still in the mix, we are 

still out there fighting for that revenue that are on the streaming and the tv channel that are 
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converging now. So again, it's revenue streams that we wouldn't have access to for 10 years ago 

and now we do have the chances of our films to have access to that and that's a big opportunity. 

And yes, it'll also be that some of the biggest in business we had is not going to be in there anymore 

and as long as we're able to roll together then we see it as an opportunity. 

 

Francesco Turri: (34:45) 

And sorry, going back to your customers, do you have any kind of favourite customers or like what 

kind of customers do you aim at or you would like to have more control with that? 

 

Adrian Mandrup: (35:08) 

And that's in terms of end consumers? 

 

Paolo Maria Sacco: (35:15) 

No, platforms or third parties. 

 

Adrian Mandrup: (35:22) 

Okay, we want to be partners with everybody and I guess that's kind of our job. Right. But what I 

can say that you have an example of how we've changed in the course of the last one and a half 

year and that is we had from many years ViaPlay as a partner on our first pay. As I mentioned 

before, the first exclusive window after the home entertainment is a really financially important 

revenue stream for a distributor and for producers as well. We have had ViaPlay for many years. 

ViaPlay is based in London and that's where they did most of the acquisition and when we sold 

them we sold them a package of films and then they had outlets in the whole territories. What do 

we do now is we've made one deal in Denmark with YouSee, we made one deal in Norway with 

TV2 Norway and one deal with Com Hem in Sweden. So what we're doing now is digging deep 

into what we are able to do with them partner on a local basis. So with YouSee in Denmark we are 

intersted in how much we can expand that relationship and because they also have the streaming 

channels, so they have the Nordisk Film Plus they have Densk Filmskat and Min Bio, those 

channels we talked about earlier. And so suddenly we see, you know, having from one locally 

based partner to three locally based. But at the same time, expanding our relationship in all the 
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windows in the value chain. So in that regard it's been a big opportunity that we had before. We'll 

probably still see a mix of us having global and local partners, but we have been able to transform 

into having deep relations with the local partners now. And then I think that's the kind of the 

rationale behind that. 

 

Francesco Turri: (39:04) 

Yeah, it makes sense. And what's regarding the, the end consumers. Do you notice any change in 

them in their tastes, in their way of consuming movies differently, but what about the content of 

movies? Are they demanding something else? In the last years? 

 

Adrian Mandrup: (39:31) 

Yes, we definitely see that that one is popular in home entertainment we call it 'good video shit'. 

That's not of curse the video stream itself, but it's action movie and stuff like that. You see that also 

transform and having a big impact on the VOD because it's clear, it's easy, it's just entertainment. 

But we also see Norwegian and Swedish films do not necessarily travel to Denmark on theatrical 

because you need to pay 100 dkk, would you do that for Swedish films? No, the case is that you 

probably won't. But on a SVOD base, we see that there is much more appetite for Norwegian and 

Swedish films because you have already paid for the subscription that does not cost you anything 

to click on the Swedish films and we see a big rise in that in terms of consumer clicks. So that's 

one point we see tastes have changed when it comes to this degree of consumption. Because the 

barrier of purchase has gone down, it's just easier to give a chance to a film. 

 

Paolo Maria Sacco: (43:12) 

I just another question, I think it's going to be the last one. Also with the other interviews that we 

have made we got an idea that the funds that you have there come from the private and public. Do 

you think that in the future it's gonna be more the private? You're gonna focus on the private ones 

or the, the state is going to keep helping you with producing films? 

 

Adrian Mandrup: (44:26) 
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I think the State and the government will definitely support the production of films. And one of the 

great things about that is that with the government supporting films you also see a big variety. They 

also have this target: 30% of Danish cinemas' revenues should come from tickets of Danish films. 

So they go with the support, the variety genres in Danish films. They want to promote Danish 

culture. And so I think that's the support scheme. And please also remember why... Where are you 

from, by the way? What country? 

 

Paolo Maria Sacco: (46:34) 

Italy. 

 

Adrian Mandrup: (46:40) 

Yeah. So it's around around one 50 million people, again, in Denmark, we are 5 million. So we do 

not have enough people to actually make it an industry that could go by itself. So we need that 

support to sell stories, both in terms of Denmark as a territory but also worldwide. And you may 

know that they Danish storytelling's basically through drama but also through feature films. We've 

been oscar nominated for the last 10 years, we've also had a big TV drama series travelling around 

the world. So we have some good things about story and around storytelling when it comes to 

feature films. I think it's really necessary that the government still supports us. 

 

Paolo Maria Sacco: (48:52) 

And what about, um, private funds? I mean maybe from platforms or third parties, in sort of pre-

production funds? 

 

Adrian Mandrup: (49:13) 

Yes. If you're talking about for example co-production, is that what you mean? So Apple financing 

a film? 

 

Paolo Maria Sacco: (49:40) 

Yes exactly. 
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Adrian Mandrup: (50:36) 

Yeah, that's it. We'll definitely see new money coming into the game. The way you will see those 

big players full financing feature films or TV drama series, or partially financing that will be able 

to create even more storytelling, even taking changes that you wouldn't do because you wouldn't 

be able to finance the production. So we'll see much more than that from different industries that 

need content to actually take a crack at their consumers. That's what we'll see. You know, content 

is able to do that and I think that it will be put even more money into it. 

 

Paolo Maria Sacco: (52:06) 

Did it happen already? Did it happen already that another company did that with you? 

 

Adrian Mandrup: (52:41) 

Netflix is doing when they part finance or full finance, also in the Nordic territory and we have 

also a film coming up where they are the financers. And that's so different and it is happening now, 

but we will see. I wouldn't maybe not use the word explode, but they'll see that go up considerably 

over the next years in my view. 

 

Francesco Turri: (54:00) 

Yeah. Sorry, one last question. How does usually happen when customers buy a movie. In which 

stage do they usually pay? 

 

Adrian Mandrup: (54:10) 

It's a bit different but we see that the traditional supporters are in on that but in a more indirect way 

compared to the tech industry that also wants to grow. So they are going to invest too but, you 

know, depending on company to company they can be involved or not so much because they want 

to know when the money goes to, it's business for them. That makes them involved, some heavily 

involved and some less heavily involved and it depends on how much of the financing they have 

brought up and also whether or not the creatives out there, that actually do this and actually have 

the story to tell, how they appreciate them being in or not being in. That is a balance you need to 

find. 
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Francesco Turri: (56:34) 

Yeah, but so usually they sign the contract like at what stage of production? Like before, like right 

at the beginning or the end. Yeah. 

 

Adrian Mandrup: (56:58) 

Well I mean there are examples where Netflix, they are in from the get to go because they put the 

total financing in that and they put two or three people on it and they want to push the process. 

They want to have the process going even quicker than originally planned. So they will be on from 

the get to go and there are other examples where you have to come in much later in the process and 

maybe it was only for financing 20% of the project and then you have less to say.  

 

 

Interview Klaus T. Odegaard, VP of Acquisition and Theatrical Distribution – 

Nordisk Film 

 
Klaus Odegaard: (00:01) 

Okay, let's talk, do you guys want water? 

 

Paolo Maria Sacco: (00:09) 

So let's start with the general question. So tell us about your daily practices, your job, what is your 

role? 

 

Klaus Odegaard: (00:25) 

Sure, I work both with the acquisition of international films, so the films that we acquire primarily 

with English language and I also work with theatrical distribution and marketing and that's where 

I've come come from. That's what I studied and what I've been working with throughout my career. 

So that's really the marketing field. So we have about 30 local language films that we release every 

year across the four countries that we operate in. We also have 22 international films. So oversee 

the theatrical distribution and marketing of those as well as the acquisition of the international ones. 
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Paolo Maria Sacco: (01:18) 

Nice. How does the acquisition work? Do you have a specific strategy? How do you look for new 

titles? 

 

Klaus Odegaard: (01:28) 

Sure. I mean we primarily have... Most companies will probably say that we like commercial films. 

But that also sort of says that within the art house or even in the documentary field, we're not very 

active. We have three primary output partners, are you aware of that term? So they are production 

companies, American production companies, and we partner up with them on a long-term basis 

and we commit ourselves to take all of the films that they produce. So Lionsgate is one, Participant 

media is the second one and Amblin Pictures, which is, or Amblin partners, which is Steven 

Spielberg's live-action company. So those three companies, whatever they produce, within certain 

limits, we take and of course pay for it. Those three partners fill roughly half of our international 

slates. So, apart from that, we acquire roughly 10 to 12 pictures on the spot market, so on festivals 

or film markets, so that's how that works. The local film acquisition part is a completely different 

beast. I'm not too involved with that. But if you've spoken to producers and you've spoken to Henrik 

Zein, I think you have a pretty good idea that we don't only have Nordisk film production, we also 

partner up with external companies to sort of fill our slate. 

 

Francesco Turri: (03:12) 

Yeah okay, perfect. So in your job, you just take care of the theatres, right? 

 

Klaus Odegaard: (03:19) 

Well, I mean, yes. I sort of oversee the marketing bits even for, you know, the structures and some 

of the team members that take care of the home entertainment. But primarily marketing and 

distribution's primary focus is on theatres. 

 

Francesco Turri: (03:38) 
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So my question is: do you engage with the customer somehow? Do you talk to them? How is your 

relation with the audience? The final audience that watches the movies in the end? 

 

Klaus Odegaard: (03:49) 

So the audience, right? Well, I mean, we don't have direct relations with them. Of course, we don't 

have control of the cinemas, the cinemas control of their own audiences and customers, but we're 

the ones that drive... Part of our job is to drive traffic to the theatres. 

 

Francesco Turri: (04:13) 

Okay. 

 

Klaus Odegaard: (04:14) 

So marketing for each individual film is what we do. So, on that basis, I mean, we do a lot of testing 

with audiences. We have a very, very elaborate set up when it comes to consumer insights. So 

media habits, film habits, preferences, you know, we do ordinary segmentation, on our own 

segmentation models and not just on the theatres, but actually on the subsequent windows as well. 

So, I mean, we do know a lot about audiences, but we don't have a direct relationship with them 

other than on Facebook and, you know, social media and stuff like that. 

 

Francesco Turri: (05:00) 

So you mainly get insights from those data that you collect, right? 

 

Klaus Odegaard: (05:05) 

Yeah. Most recently what we want to do is to partner up with the theatres. With theatre owners, to 

see if we can combine data to know what audiences actually buy tickets for our movies so we don't 

chase them with unnecessary commercials. We can do lookalikes and see 'if you're this, this and 

this person, you look like this and this; you have seen previous films, you've seen this and this 

films. We can sort of duplicate that and throw it into our systems and try to target them. 

 

Francesco Turri: (05:43) 

https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=229.421
https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=253.75
https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=254.23
https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=300.191
https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=305.27
https://www.temi.com/editor/t/JtoWZrfIyH18JRZ17tvvALFQ6l9VePTcBmCVqjimx6q9T8prj7f8Ul8n5nBasO7sUQz8JbBh7Uv_WOPKziG-gucsx_Y?loadFrom=PastedDeeplink&ts=343.18


160 

 

Yes, all right. So let's get to the core of our topic. So we are trying to analyse how the business 

model of a company like Nordisk Film changed throughout this last 10, 15 years of change in the 

habits of people who started this digital way of consuming movies. In your job and in your sector, 

did you notice any big change or any big change in strategy? 

 

Klaus Odegaard: (06:15) 

For sure. I mean, one big thing that happened is that Netflix entered the stage, I think it was 2012. 

Immediately we could see that would have had a huge impact on physical DVDs, which used to be 

the bread and butter of the film business. That's not to say that Netflix is bad. I mean, Netflix is a 

big customer for us. We have deep partnerships with them as well, but of course the model changed 

all of a sudden because consumer habits changed. So that was a big difference for us. Not so much 

when it comes to theatres that sort of remain relatively stable. 

 

Paolo Maria Sacco: (06:57) 

Okay. 

 

Klaus Odegaard: (06:58) 

Of course it depends on... Star Wars and Bond. And these are the big event films they will do a 

little fluctuation. 

 

Francesco Turri: (07:06) 

So people kept going to the theatre? 

 

Klaus Odegaard: (07:08) 

Yeah, it's pretty steady. Actually what drives the difference in our part of the world is the local 

lineup. So if it's a strong local year, you'll see attendance grow and if it's weak it will decline. But 

I mean the base is pretty stable, which is good it's very nice. But, I mean, home entertainment wise, 

there was a drastic change. We've had to, you know, get rid of a lot of people, reorganize, develop 

new skill sets and new ways of working. So I would say that we were probably some of the first to 

react to the change in the business, at least in the Nordic region. So we were quite quick to see that 
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this would go the wrong way for physical. It still remains a business area for us. I mean there's still, 

believe it or not, quite a solid business in DVDs. 

 

Francesco Turri: (08:12) 

Yeah. 

 

Klaus Odegaard: (08:13) 

Not for, you know, big volumes, but for certain specific audiences and titles. So that's a steady 

stream of income, but you know, it is very, very small compared to what it used to be. 

Transactional, so TVOD, I mean, renting movies and EST purchasing of movies digitally is in 

growth. It's not as big as we hoped for and projected just years ago, but it's still very healthy. We 

have, actually I can't take credit for this, but Nordisk Film has been pretty big on driving cross 

company collaboration on a Nordic level. Because what we can see in our numbers is that, I can't 

remember the exact numbers, but it's roughly around 75% of the population is not aware that you're 

actually able to buy and rent films digitally, 75%, Yeah. 

 

Francesco Turri: (09:18) 

Okay. That's interesting. 

 

Klaus Odegaard: (09:21) 

Which is very interesting. So with that in mind... 

 

Francesco Turri: (09:24) 

what did they do? Do the buy DVDs? 

 

Klaus Odegaard: (09:26) 

Or just don't do anything or pirate or I mean, whatever they do. 

 

Francesco Turri: (09:33) 

Okay. 
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Klaus Odegaard: (09:33) 

They're not aware that you can actually... Like you used to be able to, in the older days, go down 

to your gas station, or wherever you did, and you could rent, movies, DVDs. So they are not aware 

of that transition. But if you flip that, that's a massive opportunity obviously. Because if you haven't 

engaged in like 70 percent of the market, that's big. So what we've been trying to do is actually 

trying to come up with terms, come up with a vocabulary, come up with campaigns that could 

educate people that you can actually do it and there are obvious benefits to that. Not so much 

anymore, but I mean when we started this, it was like, do you remember when you rented, maybe 

you're too young to remember that, but when you rented a DVD, the hassle of actually physically 

having to go back, that was like 'Oh my Lord' and you forgot and there was a fine. 

 

Francesco Turri: (10:41) 

Yeah the price keeps increasing and then your like 'I'm bring it tomorrow' over and over again. 

 

Klaus Odegaard: (10:50) 

That was like a like a big benefit, a huge benefit, you don't have to return it it just sort of returns 

itself. But there were other benefits obviously, more and more present today. So Nordic Film has 

been pretty active in trying that. I haven't, one of my colleagues has been very big on that. 

 

Francesco Turri: (11:07) 

So yeah, we analysed those changes from different perspectives. One of them is the key partners. 

Did the partners change? Do you know anything not about the specific names maybe, but in 

general, what kind of partners? 

 

Klaus Odegaard: (11:25) 

Of course, because of the big changes and because of the investments required to run a digital store 

versus having a physical store. So we've seen a big change. It used to be the big retailers, the 

hardware chains, the supermarkets, the hypermarkets, they were the big DVD retailers. That of 

course changed dramatically. Our number one digital customer today is iTunes. Depending on each 
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of the territories, the second and third are mostly like telcos so cable operators like TDC or YouSee, 

blockbuster here in Denmark and the equivalent in the other nordic countries. So of course, all of 

a sudden we're dealing with completely different customers than we used to. 

 

Francesco Turri: (12:20) 

Yeah. So you consider them more like costumers, right? The actual distributors. The other big 

change that we noticed talking to people and also reading, is a big change in the revenue stream 

and costs. Did you notice anything about that? Like about how much money those customers are 

actually willing to pay for the product. 

 

Klaus Odegaard: (12:57) 

Again, this is not necessarily my field of expertise, but I know a little bit about it. I mean, it's no 

secret that the profitability of DVDs is much bigger than it is on digital. Particularly because if you 

go from just buying a DVD, I mean owning the DVD, not renting it, to actually just renting a digital 

copy. That ratio between just renting a digital copy versus what we make on a physical DVD. It's 

one to three. So the saying is something like 'physical dollars to digital dimes'. That's pretty much 

the same for us. So what we've been driving massively, we're trying to, is the EST, so the electronic 

sell-through or the digital purchase, because that's where the big money is for us. You need a lot of 

volume when it comes to just renting to make up for that. But obviously the cost base of running a 

digital set up here is much lower as well. You don't need sale people to run around and check stores 

and you don't need to print DVD covers, you don't need the physical warehousing of DVDs. So I 

mean the cost base of running a digital distribution set up is much, much lower than a physical one. 

So actually our profitability overall is better today than it was. Okay. 

 

Francesco Turri: (15:20) 

That's interesting. So you attribute all this thing to the fact that a guy from home buying something 

online or renting something online is ready to pay a smaller price, right? Rather than buying the 

DVD and having it forever or giving it as a present or something like that. Why do you think the 

value of the single rental movie is lower? 
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Klaus Odegaard: (16:02) 

No, it is simply because it costs much less. When you take out the retailer margin, the money that's 

left for a distributor like us is just very small. Of course because it costs more to buy a physical 

DVD or even buy a digital copy, the price is like three times as high. But I mean it just leaves a lot 

more contribution for a distributor and even for a retailer of course when the price is higher. So it 

just logically if you switch from DVDs being sold to only digital rentals, it's a bad proposition for 

us. It doesn't make up for lost revenues. So we really need to get the volume up and also drive the 

EST. That's been a primary focus for us. 

 

Francesco Turri: (17:49) 

Through platforms, like iTunes... 

 

Klaus Odegaard: (17:52) 

Blockbuster, ITunes. 

 

Francesco Turri: (17:54)) 

Okay. We also saw that Nordisk Film opened Nordisk Film+. 

 

Klaus Odegaard: (18:12) 

Yup. 

 

Francesco Turri: (18:16) 

To sell directly to consumers. 

 

Klaus Odegaard: (18:18) 

In both that and also... Because what is, again traditionally, very valuable for film companies is the 

library. So the titles that are old, but don't necessarily get shelf space. So it could be good old time 

action movies for instance, but where are you going to find them today? I mean, there are no stores 

where you can go in and pick them up. Even on Netflix, where there are tons of films you can't 

really find them. One of the pitfalls for us as a distributor is that if we don't actively try to sell the 
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catalog our profitability will go down. So it's basically like having stores in your warehouse and 

you don't sell. What we really wanted to do and also with the big changes in the market landscape 

with Disney+ coming in and taking over Fox etcetera, is that a lot of catalogs are shifting 

destinations now. So one of the big retailers or one of the big customers previously ViaSat, Viaplay. 

Yeah. Viaplay used to have Disney, they used to have a lot of our stuff and all of a sudden Disney 

is of course transferring all of their catalog to their own service. We have made a new deal with 

YouSee, so all of a sudden they don't have that much content anymore. So, you know, content 

libraries are shifting around and what we wanted to make sure is that we can sell our library to 

various platforms and we can do it easily if we have a service like Nordisk Film+. Of course there's 

an element of, you know, direct relationships with consumers as well. But it's actually the other 

part that is interesting. So partnering up with telcos for instance. 

 

Francesco Turri: (20:50) 

Yeah. Actually don't you think that having a platform of your own lowered the value of the potential 

to sell to other platforms? 

 

Klaus Odegaard: (20:53) 

No, not necessarily. I mean, there are a lot of non-exclusive content. So, I mean, you can still buy 

it elsewhere or see it on Netflix and of course the value of it, if it's non-exclusive, is lower than if 

it's exclusive. 

 

Francesco Turri: (21:16) 

Yeah, of course. 

 

Klaus Odegaard: (21:20) 

That's of course the way it works. 

 

Francesco Turri: (21:22) 

Is it only through YouSee for now? 
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Klaus Odegaard: (21:30) 

I believe it is, yes. But we have other deals in the other Nordic countries as well. So that's still being 

developed as we speak. 

 

Francesco Turri: (21:42) 

Is it a new thing? 

 

Klaus Odegaard: (21:45) 

It's very new. 

 

Francesco Turri: (21:50) 

Do you have any idea roughly about the percentage of people that choose a TVOD or SVOD, what 

are the trends? 

 

Klaus Odegaard: (22:02) 

So audience wise, I can't remember those in my head. But for sure SVOD I think the penetration 

is massively high. It's massively high. It's like 80% if not even more than 90 or something. Yeah, 

it might even be more than that. So I think that is by far the, I mean, where most people are TVOD 

and EST and it probably goes SVOD first, TVOD and then EST, I mean in terms of penetration. I 

would say it's probably in the 30-40 for TVOD, 30% and in some countries 40%. Uh, so I mean 

it's sort of, it's growing. Uh, and it's quite low when it comes to EST, it's probably in the 20%. So 

in terms of penetration, how many people you know in the entire populations that have it or know 

of it and use it actively. 

 

Francesco Turri: (23:57) 

Right. So this is in terms of audience, what about in terms of your customers? How much money 

comes from one or the other, is it different? Or you think it's proportion? 

 

Klaus Odegaard: (24:11) 
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No, it's, I mean, of course when you look at transactions, so how EST are sold versus TVOD it's of 

course like that. I mean just there are not that many, but the value of the EST is much higher. Again, 

I don't know the exact numbers. 70-30 maybe. 70 comes from TVOD and 30 from EST. If you add 

SVOD in the mix, I don't know. 

 

Francesco Turri: (24:43) 

So anyway the two lower get you more money, right? So people being able to actually purchase, 

of course. 

 

Klaus Odegaard: (25:00) 

Of course. But I mean the volume of the deals when it comes to SVOD are hugely important. 

 

Paolo Maria Sacco: (25:12) 

Yeah, of course. And also does this kind of consumption affect the way you market your films? 

 

Klaus Odegaard: (25:25) 

To some extent, but I mean, you have to remember that since we own the entire chain. What's 

important, I think is the same for studios, is that when we start with a new film, I mean, you just 

have a script, you have nothing. So there's no brand unless it's based on a book or it's a franchise 

or something. So what we do in the theatrical window was actually build a brand. That's where all 

the money is spent because if nobody realizes that the film is there, the value and the subsequent 

windows is zero. 

So you need to push, I mean most of our resources, both in terms of personnel and also in terms of 

budgets when it comes to marketing is spent in the theatrical window. Because that's brand 

building. That's where the, you know, the value of the proposition is built and then you milk it in 

the other windows afterwards. 

 

Francesco Turri: (25:29) 

Did it shorten up the theatrical window? 
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Klaus Odegaard: (26:44) 

Not in the Nordic region. And you would think it should, yeah. 

 

Francesco Turri: (26:47) 

Yes we've heard that there were some troubles with Netflix releasing films in his platform together 

with the movie theatres. 

 

Klaus Odegaard: (27:00) 

And the theatres don't want to do that, of course. But I mean the play time, it's probably the best 

way of saying it, in the theatres. So the period where you can actually find it in the show times 

where you can actually find a theatre workplace is being shortened. I think the average is down to 

45 days, something like that. But there's always been like a black window then where you know, 

films are not, you can't buy them anywhere. You can't find them. That's sort of been the way it is. 

But it's still the holdbacks, theatrical holdbacks are still the same in Denmark. 

 

Francesco Turri: (28:13) 

It's also legally you have to do like that. Right? 

 

Klaus Odegaard: (28:22) 

I wouldn't say it's legal, but it's a contractual. 

 

Francesco Turri: (28:26) 

Right. And then after the theatrical, the windows, it's over, then usually do you release on all the 

other platforms at the same time or there are other windows? 

 

Klaus Odegaard: (28:43) 

No, then we'd have EST that is usually an exclusive window. That's a way of giving it value as 

well. Right. And you do find that as well. So with new films, if you go into Blockbuster or iTunes 

or something with a very new film, you cannot rent it, you can only buy it for like a two, three 

week window. And then after that it becomes available and on digital rent. It's actually called the 
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pay TV window, which is sort of merging into SVOD as well. Then there can be an exclusive 

window for Netflix or for ViaPlay or for blockbuster for instance. Sorry, not blockbuster, YouSee. 

 

Paolo Maria Sacco: (29:50) 

Oh, so they also sometimes have exclusive windows? 

 

Klaus Odegaard: (29:58) 

Yes. It all depends on the deals made between studios, like ourselves and then the different players. 

It is up to the content providers. 

 

Francesco Turri: (30:19) 

Are they different every time or there is some kind of trends? 

 

Klaus Odegaard: (30:23) 

There are different every time. And they switch, I mean Disney used to have a big exclusive deal 

with Netflix. Guess what? Not anymore now. So it does shift. I mean, but they usually, I mean the 

longer term relationships that you have more deals that you make, but then when they end, you 

shop around, I mean, both as studios, but also, you know, as SVOD platform. Does that make 

sense? 

 

Francesco Turri: (31:01) 

Yes, it does. 

 

Paolo Maria Sacco: (31:05) 

And so the whole release strategy was completely different before? 

 

Klaus Odegaard: (31:13) 

It was, it was much more simple in a sense. But I mean still sort of roughly follows the same 

patterns. There is a theatrical release and a home entertainment releases. Then there is TV, a pay 

TV and then there's a free TV and then there is a catalog period after that. 
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Francesco Turri: (31:53) 

And that, and it's pretty much the same for Nordisk Film Plus? 

 

Klaus Odegaard: (32:02) 

Nordisk Film Plus or Viaplay or, I mean, you can bundle together things you could like make an 

action, like, an old man action, you know, with Stallone and blah, blah, blah. If you have 10 films 

within that category, you can bundle all of them together and make a nice package for Netflix, for 

instance. And if they find that lucrative, they will pick it up and they'll throw it on their platform 

and do like an old man action theme. 

 

Francesco Turri: (32:58) 

So you can increase the value of it, even if it's old. 

 

Klaus Odegaard: (33:09) 

Oh yeah. There was lots of value in that, yeah. 

 

Francesco Turri: (33:14) 

Nice. So coming back to the audience, I don't know if anything happened regarding tastes, what 

people like and if there was a change, if that was affected by this new way of consuming movies. 

 

Klaus Odegaard: (33:28) 

I would say no. Okay. I have no evidence to suggest otherwise, but I mean there may be, I mean 

you are more exposed to seeing different things today than you maybe were in the past, which 

might have led - and again pure speculation - 'Parasite' the Oscar winner maybe that's sort of helped 

that film just because discovery is easier. But I would at the same time say with the abundance of 

content you can consume today, discovery is difficult. I mean, yeah, you need to know where to 

look and where to find and what to look for. And in that sense it's not that different to what it was 

in the past. You still need like tastemakers or you still need someone to say that's a great film or 

so. 
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Francesco Turri: (35:32) 

And what regarding like the length? Like, because now it's like a big time for a TV series and it 

seems like everything is moving a bit faster and they don't know if it's anything affected the length 

of movies or. 

 

Klaus Odegaard: (36:00) 

Well, I mean, movies tend to become longer and longer. Just some of them maybe too long. Um, 

no, I don't know. I mean, there's for sure with TV series having, you know, a golden age currently, 

it's fantastic for consumers. I mean, you get to dive into areas and themes and characters that feature 

films cannot, I mean, just purely because of length. If you have 10 episodes of an hour, you have 

10 hours. If you have a film, you have typically an hour and a half or maybe a little more. And I 

think the speed of consumption, of course, if you've being watching something, you really want 

everything to be there at once. It's consumer demands of probably this, something's changed with 

that. It's still requires a lot of time, a lot of effort to produce films. Yeah. I mean it's, and it does so 

for TV series as well. 

 

Francesco Turri: (37:32) 

Nordisk Film does some TV series as well. 

 

Klaus Odegaard: (37:36) 

Yes. And that number does increase, well it is increasing, but I mean we're probably not the for 

first movers when it comes to TV series for sure we are, we're dipping our toes in that area as well. 

 

Paolo Maria Sacco: (38:10) 

Also, there is a problem there regarding theatres right? 

 

Klaus Odegaard: (38:16) 

Well not a problem I would say, but there is just no rationale for why people should go to the 

cinema and watch or pay for something that they could watch for free at home. Yeah. I mean if 
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they picked this description for HBO for instance, unless it's like a game of Thrones where you 

may have a season first episode or you have a finale that you do an event and then have people sit 

in a theatre and watch that together, that happens. But it's, I mean, it's like an event. It's a small 

thing when it comes to the rest of the theatrical business. 

 

Francesco Turri: (39:50) 

And in your job specifically, with theatres and stuff, besides the changes we said coming from the 

digital and you said it does not really effect the theatres, but what about other trends or other big 

changes? 

 

Klaus Odegaard: (40:13) 

I mean, the whole digitalization has changed rapidly when I started working here and we still have 

film reels, just physical film reels. So just the distribution patterns changed massively. So the 

number of screens or the number of theatres that premier films has exploded. I mean it used to be, 

and again, you might, you may be too young to even have noticed that, but when I grew up it, it 

wasn't odd if a film that had premiered in January wouldn't come to my hometown until May. Yeah. 

So it was like traveling because the real music or the physical reels had to move. So once 

Copenhagen was done, some of the theatres was done. I mean, the reels were then sent off to some 

of the smallest cities in the country. And that's, I mean, it's not longer than 10 years ago. It was like 

that. So we just kind of remind ourselves. But of course with free supply when it comes to digital 

distribution, there's no reason why people of my hometown should wait. 

 

Francesco Turri: (41:47) 

You just send digitally the movie right? 

 

Klaus Odegaard: (41:56) 

There are systems for that digital transfer systems like that. It's like downloading any files, it's just 

a massive file. Obviously we need encryption and keys, digital keys to open it and play it, of course 

projectors and all that. But that's changed radically. Of course windows or the release windows and 

stuff. Well again, I mean it hasn't changed, but of course it's shortened the play period because all 
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of a sudden everyone can see it at the same time. There's no reason, so you got to remember new 

films come in all the time. Every weekend there's new films and, I mean, not an infinite number of 

screens that, so it's like a salami method, you know, you cut. So unless your film performs and 

performs really well, like Klovn - I don't know whether you're aware of that film - but it's a Danish 

film that's been number one four or five consecutive weeks. So that's doing great. We can still 

secure big screens. But once you know, other films start starts coming in and taking over, you 

know, it's just decreased. It's decreased and all of a sudden it's not there. And that's the mechanism. 

It's always been like that. But with digitalization - because everyone wants out in all screens at the 

same time - you can just imagine that just exploded. So that problem has become severe. Now you 

can also do marketing. 

 

Francesco Turri: (44:03) 

The thing you were saying before, like if a small town is having the movie and the same as 

Copenhagen and you can do a big money operation at the same time. And so people receive it 

everywhere at the same time. 

 

Klaus Odegaard: (44:32) 

And you'd think it's great enough for all films. I mean, certain films need to time because I mean 

traditionally and it's not to be stereotypical, but trends and fashions and everything start from the 

Capital and then move towards the countries maybe Aarhus as well where will be on the bead. So 

when you have like an art house film or more niche film, traditionally what you do when you have 

four reels? So wanting two in Copenhagen, maybe one in Aarhus, one in Odense, Alborg not so 

much. These three cities. And then after a month and a half, maybe you would start move moving 

them around. At that time, people in the province would have discovered the film, like, Oh, we 

heard about that and that had you gone to all major cities at the same time, it would not do any 

business in those other cities. So you would basically have wasted an opportunity. And bear in 

mind at the same time, other films will come in. Yeah. So you wouldn't have a second chance. So 

digitalization still requires that you think and you don't just go wild for films, certain films, like 

some of the bigger films and that's the space we're in. Most of our films require just massive blow 

up, but some don't. And you still have to think smart, cleverly. 
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Francesco Turri: (46:06) 

Yeah. I didn't think about the fact that the physical reels have to go when they go, there are not in 

Copenhagen anymore and you need to be careful with that. 

 

Klaus Odegaard: (46:25) 

But then again, in those days you would actually have an opportunity to bring it back again. If you 

know, big success and popular demand and they didn't have anything else to show where they 

would take it back and make a rerun and that doesn't have them that much anymore. So this was 

the big revolution, at least yet one of the very big revolutions for our own booking. I mean, we 

have a sales organization that can take care of that. They need to be very mindful of how wide we 

go and which films we play in which seat theatres, etcetera. So that's changed of course. 

 

Francesco Turri: (47:18) 

And do you see any future challenges regarding that? 

 

Klaus Odegaard: (47:32) 

Many, I mean that will still be a major challenge. I think the biggest challenge of all studios and 

phone companies or entertainment companies, it's people's time. So audience's time. How do we 

make relevant content and I still believe, I mean, great content, relevant content has commercial 

potential. It will now and it will in the future. I think our ability to make an urgency or relevancy 

for that content and then providing the right setting for that. Whether it be at home, if it's a TV 

series or a feature film in a theatre, that will probably evolve. I mean, I think our ability to do that, 

that's where our success will be determined, I think just because there's so much to do and so much 

to see and so much not to focus on. We don't want to become irrelevant. And then it also goes 

theatres as like an institution, those younger people don't go to the theatres that much. That's going 

to be a problem for the entire business in the long term. Because we still, not just us, but the industry 

deeply depends on theatrical income. 

 

Paolo Maria Sacco: (49:35) 
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Yes. So do you think this is going to affect the production of films? 

 

Klaus Odegaard: (49:50) 

For sure. If it doesn't move, we'll have a problem. Because I think what we've seen in just looking 

at like '1917', don't know whether you've seen that film yet. I think the likes of 'Joker', '1917', 

'Parasite' even, 'Knives out'. Have you seen that film? 

 

Francesco Turri: (50:43) 

No. 

 

Klaus Odegaard: (50:58) 

'Ford versus Ferrari'. These are all recent film quality, very high quality films. I think they're great 

examples that if you have something that is that good people will come to view. If you just have 

some, you know, sloppy made, you know sequel or something. This is not like 'Birds of prey'. 

Yeah, I haven't seen the film, but based on the numbers, it's sort of not good enough. It's not relevant 

enough to put people to show up. They can see that at home. We see it on some of our local films 

as well. Not in Denmark, primarily with some of the other countries. If the quality of the film 

doesn't live up to expectations, but also what you can find elsewhere on Netflix or any channel, 

people don't show up because they don't have time and money can be spent elsewhere too. So I 

think it's going to require that we all step up and we think, and don't just assume that just because 

it's a Danish film, just because this actor is in it, people will show up cause they don't care. It has 

to be a really good because it's an event. It doesn't have a good film. It depends on who sees it 

means if it's good quality, if it's entertainment, if it's fun, it requires only that the audience likes it, 

not that tastemakers or reviewers like it necessarily. It just has to hit an audience. And if it doesn't, 

people I think increasingly will not show up. So I think we'll be able to see more and more 

blockbuster. I mean the big films will take more and more market share and the ones that don't 

make it, the gap between those two will widen. 

 

Francesco Turri: (53:23) 
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So being like an event, like going to the movie theatre with someone, it's a lot depending on word 

of mouth, I guess, or like more than others because when you're home watching Netflix, you maybe 

don't care about what the others say. But when you have to go with people to the movie theatre, 

then it becomes like everybody really needs to. 

 

Klaus Odegaard: (54:10) 

Yes and it's always been like that. What's one thing that we've noticed is that - the one that sort of 

overrides all our different segments - 'so what, what does my friend, my friends and family say? 

Have they heard about it? Is it good?' That's one of the key factors. 

 

Francesco Turri: (55:00) 

Do you think you have other questions? 

 

Paolo Maria Sacco: (55:03) 

Um, I think we covered everything. Yeah, that was really good. Thank you very much. Thank you 

very much for your time. It was like a different perspective from the other people we got, because 

we talked with many producers. 

 

 

 

 
Interview Rikke Crosby, Business development director – Nordisk Film 

 
Francesco Turri: (00:00) 

Yeah. 

 

Rikke Crosby: (00:03) 

Oh, where are you? 

 

Francesco Turri: (00:04) 
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No, yeah, yeah. We are in Denmark. We have been here four months and for now we stay here. So 

if it's not a problem, can we record the conversation? 

 

Rikke Crosby: (00:20) 

Yeah. What is the topic of the conversation? 

 

Francesco Turri: (00:23) 

yes, of course. So basically the thesis is about how film companies like how Nordisk Film has to 

adapt its business model after the new ways of consuming movies. So after the streaming 

revolutions and how you know, consumers consume movies nowadays, of course companies have 

to adapt to it. So how Nordisk Film adapted its business model. So this is the general topic. And so 

the questions are going to be about a comparison between what it was before, what it is now and 

you know, the strategic actions that needs to be done. 

 

Rikke Crosby: (01:12) 

Okay. You have spoken to our distribution business, right? 

 

Francesco Turri: (01:16) 

Yeah, yeah. 

 

Paolo Maria Sacco: (01:18) 

A few people from the distribution department, but we are really interested in your profile. To start, 

what's your job i the company? We are interested about the fact that you're expanding the 

businesses. What do you usually do on your daily basis? 

 

Rikke Crosby: (01:54) 

Okay. Should I start by talking a bit about that? 

 

Francesco Turri: (01:58) 

Yes, sure. Thank you. 
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Rikke Crosby: (02:04) 

Well, I've been there five years in Nordisk Film. Before that I worked for another company and 

there I was also the strategy and business development department, so I was the chief of strategy I 

guess it's called in English and business development. My role is to work with our existing 

businesses, make sure that they are constantly aware of changes that go on in that business. What's 

the competition doing? Not only in the Nordic region but also what is competition doing elsewhere. 

We look into areas of where we are threatened or where big changes are going on. Then in particular 

try to turn that around the time to look at what are the opportunities for us. Because always when 

there's change there's also possibilities if you are willing to maybe take some risk or you're willing 

to work toward that. So that's, that's one part of my work, my work is very project oriented with 

many of our businesses. The other part of my job is to look at the portfolio of presence in many 

different areas, both within film and TV series but also within gaming, we have Play Station 

business that we've had for 25 years and we also have a gift card business. I think about six years 

ago, or back in 2017, we decided that we wanted to roll Nordisk Film. We had been through a big 

turnaround where we had sold off many of our businesses had a cut down, make a business that 

was making money and we then decided that we want to see if we could double the Nordisk Film 

business and that brought us into a strategy process in terms of where within the media business 

and where sort of peripheral to our existing businesses where we find pockets or new areas that we 

could enter into. First of all, we went into gift cards, which is this a business that we bought and 

has developed to become an international gift card business and then after that we started 

developing a strategy for being the owners of games developing companies. So we have been 

within gaming for a long time with the PlayStation business when no one thought about gaming. 

We then decided that maybe here was an opportunity for us because we understand the business 

very well. It's also about developing IP rights, just like film and series. Everybody sees a lot of 

similarities between those businesses. So we did. We took a closer look at that and also to 

understand what are the risks you're taking because there are a lot of investors that don't like the 

gaming industry because they feel that it's very, very high risk and you go into this gaming 

businesses and if they don't get traction, so if there's no people buying it, then immediately you 

have lost all your money. But we have found, I think a good way into this, the companies that we 
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have bought are a bit more established. So they've been running for a long time with a very 

experienced team and that has been the start of a new part in the Nordsik Film portfolio we have 

six companies now and we are constantly building this portfolio that has been more than a million 

krones in terms of buying companies. So it is very big for us. Then we have, we also have what we 

call pipeline activities. So looking at the strategy, we also saw some other pockets of growth that 

we thought could be interesting for us. One is E-sport and we have a E-sport company together 

with FC Copenhagen, we have a joint venture where we have a E-sport organization that competes 

in three different disciplines, they have globally been number 5 for a long period and right now 

they are a little bit newer on the rankings. We also looked at the short format, so if this is a huge 

demand for TV drama, but also for other fiction type products. And then so we went in and invested 

in a company called Drive Studios that they produce TV content, but they also produce TV fiction, 

we call it short format, because it's like about 20 minutes and budgets are very different from what 

traditional TV drama project what they cost; so they can, they can meet the needs of people like 

YouSee, you know, in Denmark the telecom company, they are also in the streaming and they have 

been a big customer for several years and then we do various other minor things as well. Sort of 

dipping our toes into something and say 'well, is this a new growth area where we wanna be bigger? 

So that's quite interesting. So we have like a yearly cycle where we meet with our businesses to 

discuss how is it all going and goes to all the financials and their long term plans and all that sort 

of thing. So that's also a big part of my calendar. 

 

Francesco Turri: (13:37) 

Yeah. Nice. One question about the short film. Do you think that you guys started producing that 

because the taste of the audience kind of shifted? Is it shifting towards a short and a shorter kind 

of content in these times of streaming? What do you think? 

 

Rikke Crosby: (14:35) 

Yeah, there is definitely a consumer need. We can see that when people reached smaller screens. 

So a lot of people are watching a lot of them over now. People are watching it a lot on the go, so 

in transports and all that sort of thing. So the length of 20-30 minutes is something that is quite 

popular it fits well with the way you consume media today. The other reasons why we think it's a 
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good niche is because our clients so the distributors, the streaming services, they can't only buy 

expensive TV drama and they need a lot of volume, they need to have lot on their shelves. They 

also need to buy things that don't cost so much. That's also why we had been delivering in this short 

format fiction area. 

 

Paolo Maria Sacco: (16:01) 

Yeah. How long did this relationship with this kind of distributors have lasted. Is it something 

pretty new or is something that you faced from the beginning when you started working Nordisk 

Film? 

 

Rikke Crosby: (16:24) 

Well the short format fiction, is this in particular Is it this is a company Drive Studios that we have 

invested in. In Nordisk we don't really do that sort of product. In Nordisk Film our production 

department primarily do high end TV drama. So expensive drama, high quality movies. So that's 

why saw 'okay, yes, there's still a need for high quality drama and films, but there's also a need for 

something more affordable fiction that some of the new streaming services, like YouSee like TV 2 

Play all the sort of local streaming services. They also need content but can't afford to buy the sort 

of things that we produce here at Nordisk Film. 

 

Francesco Turri: (17:46) 

Yeah. So yeah, talking about those partners. So compared to when DVD was the main way in 

which consumers were watching movies at home till now, how did those partner change and how 

your relationship with them changed? So when I'm, when I'm saying partner, I'm talking about the 

customers to which you sell the movie to. So maybe those platforms. 

 

Rikke Crosby: (18:13) 

but I think if you have spoken to the distribution, I think they have given you a much better 

perspective. That is, that's not my thing. I don't sit with the customers. 

 

Francesco Turri: (18:25) 
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Okay. 

 

Rikke Crosby: (18:26) 

So I don't know so much about that relationship and how that has shift. 

 

Francesco Turri: (18:37) 

okay. Okay. The other kind of area of the business model we were looking at when analysing those 

changes was the revenues and costs that the company has. Uh, did you notice any big change in 

that when the streaming platform started becoming an important actor in the revenues, the Nordisk 

Film receives? 

 

Rikke Crosby: (19:10) 

What sort of revenues are you thinking about here? 

 

Francesco Turri: (19:21) 

So the revenues that those customers would give you when acquiring content. 

 

Rikke Crosby: (19:31) 

Again, this is a question distribution business, I can only call cover the strategic issues. I can't cover 

like PNL, maybe new cost issues, things like that. I guess it's too far down into that. 

 

Francesco Turri: (19:47) 

Yeah. Yeah. What about in general like strategically how was that effected? 

 

Rikke Crosby: (19:58) 

Well, obviously going from the physical products through the digital has been a difficult journey 

because since there is a lot of revenues that we have lost, I guess obviously the DVD are not selling 

much anymore and we had to redo our business models in terms of selling our products to these 

streaming services instead. The distributor value in the market has been declining for the past four 



182 

 

to five years. I think we've kept waiting for the digital revenues to compensate enough for the drop 

in DVDs, but it hasn't yet done so. 

 

Francesco Turri: (21:01) 

Okay. 

 

Rikke Crosby: (21:14) 

I think if it were to fully recover you would need to see the buying or renting of movies to go up 

because; the consumers need to jump to the habit of buying or renting movies, not just using the 

streaming services because we are not earning enough money just selling to streaming services. 

 

Francesco Turri: (21:53) 

Yeah. Yeah. Okay. So you would favour like a kind of direct selling or renting your movies to 

consumers, right? We saw that Nordisk Film has built the platform Nordisk Film+. Um, can you 

tell us a bit about that. 

 

Rikke Crosby: (22:34) 

In Nordisk Film we have tons of content. We have new content and we have a lot of catalog content. 

We are one of the biggest owners of Nordic content. So to also get the content up to the consumers. 

We have decided to do a number of channels ourselves that can either be sold to directly to the 

consumer or that can be sold through our distributors distributors like TDC that they have packages 

for the consumers then they can also pick Nordisk FIlm+ in their packages together with the rest, 

so there's a new and growing opportunity for us. 

 

Francesco Turri: (24:00) 

Yeah. Nice. Also strategically, did you guys take any, any other actions to adapt to this change? 

 

Rikke Crosby: (24:12) 

Well we have recently started to... We have had a children's channel for quite a while. Also with 

the most of our catalog children content and now we have just enhanced that and we have started 
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actually producing original content for this channels so that is new, and we have offered that to TV 

2 in Norway, which is our sister company, we have made an arrangement with them because they 

also need to produce original children content. I guess you could say you're solving that problem 

for them by providing a full channel with both classic children's Nordic content but also new and 

fresh productions as well. 

 

Paolo Maria Sacco: (25:03) 

Do you are trying to diversify your portfolio. Strategically speaking what is the reason why a 

production company like Nordisk Film is still producing high quality films? 

 

Rikke Crosby: (25:30) 

It's hard to say in general whether it's more or less profitable. I think we are still doing well and I 

think both our production and our distribution business has been doing well for the past many years. 

Also through the changing period from DVD to digital. I think that's mainly because we've been 

very good at seizing the new opportunities that has been going on there. So I don't know. I think 

maybe a lot of other companies would say that it's been tough times. I don't know. I think it's been 

okay but I think you have to be a lot more proactive and you can't just keep doing what you've 

always been doing then you will definitely be losing a lot of money 

 

Paolo Maria Sacco: (26:42) 

Are the competitors kind of doing the same that you are doing or what are they doing in that sense, 

like diversifying their portfolio and acquiring other companies? 

 

Rikke Crosby: (26:54) 

Well I don't know you can look at the corporation in Sweden they also have a very broad portfolio 

of business and they have sold their TV business now. They've sold that to Telia which is a telecom 

corporation one of the biggest ones in the Nordics and they themselves are trying to get more into 

digital type of services. I don't quite know. I don't think it has been super successful, but they also 

have a big book business where they have like an Amazon like sort of book business in the Nordics 

as well, so people have followed different paths. Also, you can look at , another competitor, what 
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another big media company you can look at in Finland. And they have also pursued a, they've done 

a lot of interesting things to their portfolio as well. They've got much more into the learning area. 

They have made big, big investments into that. They have diversified away from some of their 

more traditional business. So they have taken major moves in the past 5 years to sort of adapt to 

changing media market. 

 

Francesco Turri: (27:50) 

Do you also the demand for a TV series has increased and how is Nordisk Film behaving regarding 

that. 

 

Rikke Crosby: (28:11) 

If the demand has increased for TV series, and can find lots of statistics or figures. People are 

watching more, there are more players in this market, there are more streaming services. They all 

need content; the amount of content has just boomed in the last five years. It's increased by 20% 

year after year. 

 

Francesco Turri: (28:47) 

Has Nordisk Film been trying to produce more TV series. Did you guys try to expand in that sense 

as well? 

 

Rikke Crosby: (29:05) 

Yeah. We are fairly big here in Denmark, but we are definitely trying to expand in Norway and in 

Sweden as well, we have built up our organization up there yeah. To put more projects in 

development. 

 

Paolo Maria Sacco: (29:24) 

Are you setting up a strategic process to go outside of Scandinavia or it's not strategically feasible 

for you? 

 

Rikke Crosby: (29:53) 
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Yeah. If you look at the Nordisk Film portfolio then gaming is definitely a global business we come 

out on Steam or iTunes, you never know maybe our biggest fans are going to be in China or 

whatever. That's always very exciting. 

 

Francesco Turri: (30:38) 

And what do you think are other of the big opportunities that this digital revolution has brought for 

Nordisk or for a film company in general? 

 

Rikke Crosby: (30:50) 

Now we're talking about the film business? 

 

Francesco Turri: (30:52) 

Yeah. 

 

Rikke Crosby: (30:53) 

I guess that the demand for content is just greater than ever so if you're good at developing the right 

type of content that the customers are looking for then these are golden times. But it requires that 

you have a good relationship with the writers and the talents out there and those are also very much 

demanded so. So there is big competition going on out there. 

 

Francesco Turri: (31:42) 

Yeah. Yeah. What about the main threats that this can bring? 

 

Rikke Crosby: (32:53) 

What, sorry? 

 

Francesco Turri: (32:55) 

What about the threats or difficulties that this revolution can bring or has brought in the past? 

 

Rikke Crosby: (33:07) 
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Yeah, I mean obviously with the demand increasing, we sometimes see shortage, some of the key 

positions. It can be hard to find the right writer for the project. It can be hard to find the right talent 

to work on your film. Sometimes we have to postpone our projects for a year just to wait for the 

right team. And that's very annoying and it's also very costly to just sit around and wait. Then you're 

upset to switch and work on some other projects. But it creates a lot of complexity. I think also 

Nordic talent and that's both like producers, directors, writers, actors, everything has been very 

popular in Hollywood as well some of them are working over there. It can be sometimes hard to 

schedule a project together with them and also to pay them enough on the projects that we are doing 

here in the Nordics. 

 

Francesco Turri: (34:24) 

Yeah. So I would say it's harder to recruit talent, seeing the increase in demand. But,is this increase 

of demand also like... The price that your customers are willing to pay for a single piece of content 

you think is generally decreased or the opposite? 

 

Rikke Crosby: (35:01) 

No, I think it did not decrease because people need quality. In general, they have to follow the 

competition as well. So if all the directors and writers and actors and all that becomes more 

expensive than obviously the buyers of those projects, they also have to be so, because content is 

just becoming more expensive. At least the high quality content is becoming more expensive. 

 

Francesco Turri: (35:52) 

Yeah. Also another thing we have read and noticed is that many of those streaming platforms 

nowadays, they are willing to buy either exclusive rights or rights for the all world or like they like 

to co-produce and own the content. How did you guys react to that? Would you ever produce 

something for, for example, Netflix, but they, they would be the producers. 

 

Rikke Crosby: (36:33) 

Is it something about when they take all the rights? 
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Francesco Turri: (36:37) 

Yeah, exactly. 

 

Rikke Crosby: (36:40) 

Yeah, we will. I mean it's just a different way of earning money. Because if you are selling your 

all project for instance to Netflix then you have to only earn money on the production. What we 

live off in our business is that we earn a little money on production but then we also earn money 

by distributing the content afterwards. So distribution of content is a very complex matter it's like 

first you can distribute it in the cinemas and you can distribute it directly to the consumers so they 

can buy it and then you can then you can sell it to the TV stations and you can sell it to some other 

premium platforms and then after three years’ time you can sell it on Netflix and so forward, that's 

the sort of classical model. 

 

Francesco Turri: (38:15) 

Yeah. 

 

Rikke Crosby: (38:20) 

Obviously when Netflix is just buying it then they are sort of having to pay for all those windows, 

we call it. So it is a bit of a trade off do you want money now or potential or potential of earning 

money in the long run. 

 

Francesco Turri: (39:00) 

Paolo do you have any other questions? Well, only one last question maybe. What do you think are 

the main future challenges that you guys need to think about and need to be ready to adapt? 

 

Rikke Crosby: (40:00) 

Number of different possible challenges, but the biggest one is around the consumer behaviour. 

Can we maintain consumer interest in going to the cinema. Will young people still want to sit and 

watch two hours and a half on the TV screen at home or they want everything short form. There's 

a lot of uncertainties around what the consumer appetite is, especially the younger generation for 
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different types of content. There's a lot of consolidation in the industry as well. I mentioned before 

that has bought the biggest commercial TV broadcast in Sweden. That's a whole new scenario for 

us because those who are potentially two customers for us and what happens to our business that 

we sell half as much or does it give us a big opportunity so that's not always easy to predict and it's 

going to be more consolidated in the Nordics because we are still very local in a little country with 

four or five million inhabitants is that a future valuable position or do we need to team up with 

some of the other Nordic countries. There are a lot of things being speculated around that now. 

 

Francesco Turri: (41:35) 

Yeah, that's interesting and also probably there is going to be any of maybe a need of changing the 

way content is produced we were talking about before one option that is like shorten up the time 

with the short film series. Yeah, perfect. I think we covered most of our topics. Uh, I have another 

last thing to ask you about the, because we, we might, uh, it will be interesting for us maybe to 

have a few, a few documents, summer reports, maybe talking about those changes. I don't know if 

you have, do you have any of those kinds of things? Yeah. Or also company information if there is 

some report that is like a public somehow because we didn't really find them online, but leave, we 

didn't search enough. I'm not sure. 

 

Rikke Crosby: (42:50) 

Yeah, 

 

Francesco Turri: (42: 55) 

Yeah. About, about those topics mainly that we talked about in this conversation. 

 

Rikke Crosby: (43:02) 

Yeah, I'll try to have a look 

 

Paolo Maria Sacco: (43:06) 

Yeah, that would be amazing. Thank you very much. 
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Interview Morgan Hadebank, CFO – Nordisk Film Distribution 
 

Paolo Maria Sacco: (00:03) 

So the topic of our thesis is how Nordisk Film has shaped its business model depending on the new 

way of consuming films, mostly mainly due to digital consumption. So streaming services basically 

revolutionized the whole market. And now we're particularly interested in a few sections of the 

business model of film producers. 

 

Morgan Hadebank: (00:33) 

Have you spoken with Adrian already? 

 

Paolo Maria Sacco: (00:35) 

Yes. Yes we did. So we wanted to hear from you a bit from your side, your point of view. What 

are the main changes for a company like Nordstrom? So for our first start was what's your role in 

them, in the company as a CFO, what you do on your job on a daily basis? 

 

Morgan Hadebank: (00:58) 

So as the chief financial officer, I'm trying to kind of bring all the various pieces of the business 

together to kind of have a strategic forecast and outlook. For example, yesterday we just completed 

what we call the long-range plan, it's a five-year forecast. It's updated on a rolling annual basis. 

And so we just went through our final presentation to the group CEO and CFO yesterday where 

we talked through our key assumptions and drivers and how we see the business shaping and 

growing over the next three to five years and kind of what our financial outlook and forecast are. 

And so I spend a lot of my time trying to bring all the different pieces of the business together from 

a revenue and a cost side and take a forward-looking approach and trying to prepare us for the 

future and how we can shape and grow our business to address the changes and developments and 

business trends if you will. 
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Francesco Turri: (01:59) 

Yep. Perfect. So now, I mean, maybe this is not purely related to your job really. We are interested 

in the relationship with the distributors, with our customers. And so we're wondering how does that 

happen? What happens when the movie's done or before it's done, whether their relationship with 

their customers? 

 

Morgan Hadebank: (02:20) 

Well, this is something that depends on the customer and depends on what you're selling to the 

customer. We have cinemas that are our customers and we have a different relationship with a 

cinema than we would with a TV channel or with a SVOD platform. And so I think with the SVOD 

platforms and the TV channels, we try to take much more of a partnership-based approach, which 

I'm guessing Adrian spoke with you guys about how we're modifying our approach and trying to 

involve them in our process at an earlier stage and having them be involved keeping them updated 

on what types of content is in the pipeline. Before the production is finished and what we're looking 

to buying from a finished product as well and just trying to involve them in the content curation 

process with the focus of making sure that we are able to renew our contract with them. That's a 

little bit different from a cinema perspective or from a VOD perspective or from an export 

perspective as well. 

 

Paolo Maria Sacco: (03:30) 

What do you see? What are the main differences like revenues and costs? 

 

Morgan Hadebank: (03:38) 

What do you mean by the main differences?  

 

Paolo Maria Sacco: 

Comparing VOD or when you're collaborating with VOD from a cost perspective.  

 

Morgan Hadebank: 
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The cost on VOD is much lower than the cost in cinemas. You have small delivery costs and then 

a small advertising campaign. Whereas in the cinema we didn't do putting stuff into the cinema as 

he spent a lot much, a lot more on advertising and a lot more on marketing. And that's kind of the 

part of the release where you build the profile of the film, which I saw the advertising kind of goes 

there, gets the awareness out there, builds the profile and then all the other windows kind of flow 

from that. 

 

Morgan Hadebank: (04:18) 

And so the cost associated with the other windows is lower than the cost associated with the 

theatrical window, collaborating with the theatres, it gives you more money, more revenues to the 

company compared to comparing to other, it depends on the film. It depends on the film and what 

type of film it is and what the audience is like. Some films don't really have a theatrical fit and so 

they get released directly to VOD or SVOD. Some films because based on cast and genre and 

quality get a full release across all the windows. And so it really, it varies on a title by title basis. I 

don't think I would be able to say that this is a hard fast rule that every film is going to get a 

theatrical release or every film is not going to get a theatrical release, I think that's something that's 

evolved over the last 10 years is finding different ways to put films into the market. 

 

Morgan Hadebank: (05:25) 

Netflix, for example, will buy all the worldwide rights for a film and then we'll work out deals with 

local distributors to put it on a few screens to build a theatrical profile because they do get benefit 

from that increases the perception of the value of the film if it's in cinemas. Also, there's kind of 

requirements for, um, awards campaigns that we need in order to qualify for an Academy Award. 

It needs to be released on a certain number of theatrical screens. And so there's, there's kind of this 

push and pull between the SVOD and the traditional model. 

 

Francesco Turri: (06:01) 

So what about in between like a difference within before with a traditional model with like selling 

and distributing through DVDs and now with the platforms, did, did your bargaining power 
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changed with your, your bargaining power? Did it change with your customers when making the 

contracts you didn't? Do you think there is any difference in that? 

 

Morgan Hadebank: (06:26) 

It depends on which customer you're talking about. Again, it is very much a customer by customer 

basis. So are you referring to Netflix has our bargaining power change because the DVD market is 

declining? That's tough to say because Netflix started as a DVD service and so they were originally 

buying DVDs and distributing DVD and then when that moved away and they built up their own 

technology, then that kind of changed things. And as obvious as their prominence in the 

marketplace has grown, that does change the dynamics of the marketing a little bit. Because of 

their market presence now, they're able to dictate a little bit more than they were before. When they 

were desperate for content, we could dictate price a little bit more to them. And now that that role 

has changed a little bit, I would say yes, the dynamics have changed a little bit  

 

Francesco Turri: 

What about smaller platforms.  

 

Morgan Hadebank: (07:33) 

I would say in general they do not have much bargaining power at all. 

They're in the position where they're desperate for content and they, in order to be able to raise 

their profile, probably need exclusive content. In order for them to have exclusive content they're 

going to need to pay more than Netflix would pay. So that gives us the bargaining power. Should 

we choose to sell a film to a smaller platform?  

 

Francesco Turri: 

Because would say that usually they are not that interested in getting exclusive content? 

  

Morgan Hadebank: 

Netflix also wants exclusive content. That's Netflix whole business model. That's why they are 

producing their own content. Because if they own the content then they have full exclusivity. And 
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that's what kind of Disney plus is doing now as well. They are putting there all of the Disney content 

on Disney plus and not putting it on Netflix. 

 

Morgan Hadebank: (08:25) 

And so it's that kind of competition between the various platforms. And it's kind of like a cable 

company or a TV company gets a premier league right. The reason they want are they pay so much 

for premier league, the grades are for its exclusive content and that's what will drive subscribers to 

their platform. All the people that want to watch premier league have to pay for a subscription to 

that platform to be able to watch the premier league. All the people that want to watch the latest 

Marvel Marvel film on SVOD will need to pay a subscription to whichever platform has that 

Marvel content. And so kind of exclusivity is what drives the business models for these platforms. 

 

Paolo Maria Sacco: (09:09) 

Do you think that also having Nordisk Film plus as a platform is going to give you some advantage 

compared to other companies, compared to other distributors that don't have their platform? 

 

Morgan Hadebank: (09:21) 

Definitely, because it's just one more outlet for us to access the market and to access consumers. 

And so people who don't have that access. And so at some point in time, I would envision that 

people would be coming to us asking us to buy their content for Nordisk Film plus. And so it just 

kinda changes the dynamics and definitely is a competitive advantage for us. 

 

Paolo Maria Sacco: (09:44) 

This is a big change in strategy, right? It's like an addiction and you're going to be, could you 

elaborate a bit more about that? What's the plan with Nordisk Film plus? Does it reach directly the 

audience?  

 

Morgan Hadebank: 

https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=505.37
https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=549.78
https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=561.3
https://www.temi.com/editor/t/O6XYea35wkXjTEJv4Ce1PWWNd1L4-FKW5IQhYr0g4k-Hvn5d1kJroHKT843XRVLs78KajcNydOnd2W4hIVNgRl-PA4Q?loadFrom=PastedDeeplink&ts=584.7


194 

 

Right. So we have Nordisk film plus we have Dansk Film Skat, we have Min Bio and we have Oiii. 

These are the different streaming platforms that we have and they're kind of being targeted towards 

different audiences. 

 

Morgan Hadebank: (10:14) 

And so then we are working to partner with our kind of big TV channels. The Nordisk film plus 

kind of app put up into their website or their platform so that if you subscribe if you're a YouSee 

subscriber, you can also add Nordisk film plus to your bundle. And so we're taking that same 

approach in all the different countries where we now have a partner so we can have access to their 

subscribers to have them sign up for our content, this is the B2B component, and then but then we 

also have the B2C component where we will do some direct marketing and access customers 

directly through Apple TV or through Amazon fire, their TV kind of on Amazon prime once that 

happened running in Denmark and so we'll be going direct to consumer and going to consumers 

through businesses as well and looking to grow our subscriber base and putting our content there 

kind of it is a little bit similar to what Netflix does and trying to compete with Netflix and kind of 

take back some of the negotiating power. 

Paolo Maria Sacco: 

Is it actually working? I mean financially speaking, do you have in many subscribers? 

 

Morgan Hadebank: (11:39) 

It is too early to tell. We just, we've just started focusing on this at the end of last year and we're 

starting to build, build our customer base now. We've had Danske Film Skatt and Min Bio for quite 

a few years now, but there hasn't been a real push to grow Nordisk Film plus. So it started one year 

ago. It started last year is to kind of focus on that and really looking to grow that. And I guess now 

more thanks to that more direct relationship with the audience. 

 

Francesco Turri: (12:13) 

Right. As you said before is anything changed in regard of more studies or like engaging more with 

the audience, talking to them? 
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Morgan Hadebank: (12:24) 

We'll see their movie production process. That's in an ideal world, that's what we would like to 

accomplish. It's trying to work out how do you gather what we call consumer insights through the 

way we can watch our observed viewing patterns and what people are clicking on, how many times 

they're watching a certain type of film. Are there any trends? Are there any genres that particularly 

at a particularly successful on Nordisk and plus if we put an ad campaign now, does it actually 

drive people to watch a specific title on Nordisk Film plus. And so there are countless opportunities 

for us to harvest data in the GDPR compliant way. And then what kind of insights can we extract 

from that to them ideally feed over to the production side of the business and kind of provide some 

input in what types of films are working with types of films are not working, where, what types of 

films should be putting into production, maybe what types of films should not be going into 

production. 

 

Morgan Hadebank: (13:23) 

And so it would be an ongoing process, but it's definitely another opportunity for us to develop a 

competitive advantage over some of the other distributors because we will have better insights into 

what types of content are people finding attractive and how much should we be paying for that 

content. When you start going into the production side of the business, it becomes a little bit trickier 

because you need to balance the creative, the creative aspirations with the commercial aspirations. 

And there's always going to be a little bit of tension between those two, two worlds. And in general, 

producers don't like being told how to make their film. And so it's a balancing act and, but obviously 

if from a commercial perspective, the more input we can have into the production of film, the better 

for us. Yeah. But you don't want to stifle creativity because he can't also can't predict exactly what's 

going to engage with an audience based on an algorithm. There are types of certain films where 

the creative qualities come through and it's unexpected, unexpected hit and we don't want to stifle 

that. 

 

Francesco Turri: (14:40) 
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In our program we studied a lot because our program is called the management of creative business 

processes and like a contrast between like, you know, not stopping creativity but at the same time 

following what the business says somehow. So now I'm going to the revenues. We were wondering 

how negative revenue pie looks like. So in what percentage money comes from those platforms 

from our percentage cinemas and also there are a lot of the state funds. 

 

Morgan Hadebank: (15:18) 

What do you mean by state funds? 

 

Francesco Turri: (15:22) 

We know that like the state and also European union provides support. Is that part of your revenue 

stream? 

 

Morgan Hadebank: (15:28) 

We don't view you like the European union with the creative media fund. We don't, that's not a 

revenue stream for us. We use that for financing some of the prints and advertising or the marketing 

costs. So they will give support for films and advertising. So it's not, it's not a revenue for us, it's a 

sharing of the costs so that certain films that maybe not would not get a release without that because 

they're not financially viable. It gives them a platform for that by shifting some of the risk from us 

to European media. 

 

Paolo Maria Sacco: (17:30) 

Yeah. Okay. That's actually interesting. Yeah. And what about the Danish funds? Those are also 

directly spent into production, right? 

Morgan Hadebank: (17:49) 

Like those are more into the production. So they are already cutting costs in production. So it works 

the same. It's not, it doesn't work like a revenue. It's not a, it's not a revenue stream for us. And so 

when you're asking about how does the revenue breakdown, um, I can tell you what it was for last 

month. Theatrical last month for us was about 55% of our revenue, but that's also a little bit 

abnormal and it's tough. If you look at an individual month, it's going to fluctuate based on where, 
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what films do you have in the various release cycles? So we have 1917, which is kind of finishing 

its run right now, which was a massive theatrical hit. And so that bumps the theatrical revenue in 

that perspective. Our VOD, VOD SVOD revenue was actually a little bit low last month because 

it's also governed by availabilities. And so we didn't have that many titles becoming available on 

SVOD platforms last month. And so it was a little bit lower. And so it kind of fluctuates and grow 

and kind of goes up and down. But in general, I'd say it's probably 30% on theatrical, probably 

30%, 20 to 30%, depending on the year. It's because it fluctuates. And so 20 to 30% on theatrical, 

then DVD is shrinking each year and that's probably gonna be 5 to 10% and probably stay in that 

range for the next couple of years and then take another dip down. EST and TVOD is slowly 

growing, but it's not growing fast enough to replace the DVD decline. And then we have pay TV, 

free TV, SVOD, they're all kind of part of the same view. It's a TV channel or a platform. TV 

channels are kind of going away, being replaced by SVOD services. And so it's kind of a, a mixing 

and matching. Um, traditionally you would have called ViaSat or ViaPlay, a pay TV, but now 

they've changed and so they have more of a subscription VOD model. So they're more in the SVOD 

market. 

 

Morgan Hadebank: (20:59) 

And so it's developing and growing. And so that chunk is probably half and then probably half to 

SVOD pay TV, free TV, and then 20 to 30% theatrical. And then everything else kind of falls in 

the middle between EST, VOD, DVD, Blu-ray. But like I said, it's going to shift and fluctuate year 

over year depending on the mix of titles and when they're coming out and what when the 

availabilities are on SVOD. If you're able to make a big library sale for an old title because an 

SVOD platform wants to have Hannibal or Brolin and so you can sell a big chunk to them. And 

what is it up for Eagle again. And so it's, it's tough to say exactly, but that's kind of a rough 

approximation. And the TV/SVOD has always been a huge component of the business and that's 

not changing, it's just what's changing is who the key players to are in that. 

 

Francesco Turri: (22:43) 

In those buyer, partners or customers that you have, is there any of them that you favour that 

strategically you would like to focus on? 
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Morgan Hadebank: (22:55) 

Obviously YouSee Denmark and TV2 Norway in Norway and Com Hem in Sweden. Those are 

our three main partners in those three countries we are where we are looking to make sure that we 

can renew our business with them and where we can actually grow our business as well through 

Nordisk film plus beating on their platforms and so we're looking to have partners that are also 

make space for Nordisk film plus TV chunk. It could be TV2 in Norway and they have channels 

and people can choose which channels they want through their subscription. In You See people 

sign up and then they can choose which channels they want in their You See bundle and we want 

Nordisk film plus to be part of that so that people are able to to choose that. But then You See also 

has needs content for their channels. So we are able to sell individual films to them directly as well. 

So it's a win win situation and that's why we call it a partnership. 

 

Paolo Maria Sacco: (24: 34) 

So this is your strategy in Scandinavian countries. Do you have something similar outside 

Scandinavia or you don't acquire distribution rights? 

 

Morgan Hadebank: (24:40) 

It's outside of Scandinavia. And so that's the way the film market, the film world works is people 

need to pay money to be able to own the copyrights or the IP or the rights or individual countries. 

So for example, if I, if we wanted to release a film in the UK, we would not be allowed to release 

the film in the UK because we have not purchased the right to sell the film in the UK. And so it's a 

little bit of, we only have rights for Denmark, Finland, Norway and Sweden. Okay. So somebody 

has to acquire the content, the rights. So if we wanted to release something in Germany, we would 

need to buy the rights for that film in Germany. Okay. And, and then we would need to then 

establish avenues or how do we go to market in Germany. And so we need to have some sort of 

relationship with the TV channels and with the cinemas. And so it's kind of tricky to branch out 

into other markets in that context. 

 

Paolo Maria Sacco: (27:00) 
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Okay. So I would say, I mean, would you say that having a platform like Netflix or similar, you'd 

help you distributing your, uh, your film in internationally wise? 

 

Morgan Hadebank: (27:12) 

If we're paying for the rights to do that and you would, I mean, it's a new opportunity of being, I 

think it's a little ambitious for us to think that Nordisk Film plus is going to be in markets outside 

of Scandinavia at this point in time. Um, it's taken many, many years for Netflix to establish its 

presence and they have quite a massive amount of money behind that. And so for us to try to 

become the next Netflix competitor on a worldwide scale, it's just not really a feasible idea without 

having a massive amount of investment behind that. And so, I think we need to focus on the Nordics 

right now where we do have a brand awareness and the presence and access to consumers. And if 

you wanted to expand, maybe Germany would be the next step for expansion, but it would take a 

significant amount of money and time to be able to do that. Not saying that it won't happen over 

there in the future, but that's something that's quite, some title takes a lot of resources to do that. 

 

Francesco Turri: (29:02) 

You told us about the strengths of the activity is going down as field is bring up movie theaters 

staying about the same, right? Throughout the years, as far as I understood this is kind of stable. 

So I mean we were talking about this before, but can you tell us a bit more about the costs, how 

this changed with this changing in the way of distributing movies in your costs, in Nordisk film 

costs, in distribution? 

 

Morgan Hadebank: (30:46) 

What time frame are you looking at? 

 

Francesco Turri: (30:47) 

Like DVDs streaming period, 10 years. 

 

Morgan Hadebank: (30:52) 
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Okay. So 10 years ago, actually 15 years ago, we had 35 millimetre print costs. So when you put a 

film in the cinema, you had to make copies of a film, actual film reels, and then you had to put 

those into a truck and send them out to all the different sentiments. And it was very expensive to 

make those film reels and you had to schedule, it would go from cinema to submit a sinner because 

he couldn't afford to put the film in every cinema at the same time because it was too expensive. 

Then there is new technology, which was called DCPS or digital copies of the films. And so then 

we were able to deliver digitally to all the cinemas. And so that reduced the cost of on the theatrical 

side of things. And so it was less expensive to put the films into the cinemas. 

 

And so you're able to put the film into every cinema at the same time rather than having a rolled 

out release plan. And so, that cost has come down. Um, the transition from DVD to VOD, you 

don't have the replication costs, you don't have the printing costs, you don't need to make a little 

clamshells or the DVDs go into and you don't have to pay to send the DVDs out to all the retailers. 

And so, the cost associated with DVD versus VOD are a fraction. And so that's much, much, much 

less expensive. On VOD, you just send a file to iTunes, it goes through the quality control and then 

they upload it and then it's ready to go. And then any costs that you have is more on the marketing 

side of things. How much do you want to try to build the profile? 

 

Morgan Hadebank: (34:00) 

And so the physical costs or the distribution costs are extremely, extremely low on VOD and then 

giving you a little bit of freedom and flexibility to spend on the policy and marketing. 

Unfortunately, consumers behaviours haven't flipped one for one. And so people that used to buy 

DVDs don't just turn around and buy a digital copy of the film. That kind of consumer behaviour 

has changed. People aren't building DVD libraries like they used to. They are paying for 

subscriptions to all the different uh, SVOD platforms and having access to that on demand, or still 

are some people who do like owning copies of the films and so they will pay for those as well. But 

I wouldn’t say that they're ready to pay less money compared to where they were in to pay with 

DVDs. Nowadays in general, I think people are willing to pay the same amount for the people who 

want to do that. 
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Morgan Hadebank: (35:24) 

And so if they're buying, if the people who want to build a digital collection, a digital library, 

they're paying not too far different from what they would have paid for a Blue Ray disk. It's just 

that the number of people buying those is drastically, drastically smaller. So there's far, far fewer 

people paying to own content. And more people want to pay to subscriber content and have access 

to a rotating library of content. So it's kind of like how the world at large has evolved at the 

development of the subscription economy and how people aren't buying cars that are getting 

subscriptions to cars. They're not buying bicycles. They're getting subscriptions to bicycles there. 

Everything is moving towards that subscription model. If people aren't buying software, they're 

subscribing to software. 

 

Francesco Turri: (36:37) 

But it does seem that in this perspective, the value of a single film is decreased or um, or for you 

Nordisk film distribution, did it really change? 

 

Morgan Hadebank: (36:51) 

Maybe it depends how you're defining value. The value for a single film, it depends on how you're 

defining value. If you're talking about from a streaming platform, the value of a single film is 

massively high. If it's exclusive content that they're getting, that everybody wants to see that's going 

to drive subscribers to their platform. And so with the last Avengers movie, Disney will be able to 

put that into Disney plus only the value of that is massive because many people are going to 

subscribe to their channel as a result of wanting to be able to watch that. That's why you have stuff 

like Disney plus making huge investments in content like the Mandalorian yeah. Where you're 

trying to build a platform where people are talking about it and everyone wants to watch the 

Mandalorian so they're all going to go sign up to Disney plus to be able to watch Mandalorian 

because they can't watch that anywhere else. 

 

Morgan Hadebank: (37:40) 
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It's why the price for premier league rights or champions league rights, because that's the only place 

people can watch that. So for certain content, the value proposition is even higher than it was 10 

years ago because there wasn't this idea of exclusivity. You could watch it anywhere. Anybody 

could go to a store and buy it on DVD and sometimes certain stores would try to have an exclusive 

period after that DVD to drive people into their store to buy that and other and other things while 

they're there. So I wouldn't say from that perspective that the value of individual films is decreased. 

On the contrary, it may have actually increased because how many of those subscribers stick around 

once they've watched that movie and then you get into a whole another business model where 

probably don't want to side-track with churn rates and retention rates and up-sell opportunities and 

down-sell opportunities and that whole subscription economy. 

Paolo Maria Sacco: (38:51) 

So yeah. One last question to wrap up. We talked about those topics. Do you see, um, any other 

big difference for in your job, in your perspective? Uh, besides the ones we've talked about before, 

the streaming era and now strategically?  

 

Morgan Hadebank: (38:59) 

Definitely it's the middle ground has kind of dried up and so you either have a successful art house 

film or you have a successful blockbuster and the middle ground has kind of decreased in value 

because there isn't a place in the cinemas for that type of content. And so like a kind of traditional 

action movie with Gerard Butler or Nicholas Cage, people aren't really that interested in going to 

the cinemas for that. They're more interested in watching it on their TV at home. And so the amount 

of value that that type of film has decreased. And so people who used to be able to make a very 

successful business operating in the middle ground are no longer able to do that. 

 

Morgan Hadebank: (39:40) 

And so the market has become a little bit more polarized and the types of value and how you're 

spreading that across films has shifted and adjusted. And so we need to take that into account when 

we're buying content and determining how much we paid for that content. And so 10 years ago we 

may have paid X for a Nicholas Cage action movie, but now we know that type of film will not 
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have a certain kind of commercial profile. And so we can only pay Y for that now. And so I think 

that that has changed. So the two main are either big commercial successes or small productions. 

Like if you're talking from a theatrical perspective, yes, they need to have a massive franchise like 

a blockbuster where the cinemas will make space for it or it needs to have a very niche direct 

audience where a certain type of cinema needs to service their audience as well. 

 

Morgan Hadebank: (40: 47) 

And that kind of middle ground has disappeared and it's now living on SVOD and VOD.  

 

Francesco Turri: (40:53) 

So if you shift your attention to those there, you can still produce a lot of those contents, right?  

 

 

Morgan Hadebank: (41:00) 

But you have to be careful how much you pay for that. So you have to pay a lot less than you used 

to because you're not getting revenues from all the different windows. You're only getting revenue 

from a few of them. And so it modifies your acquisition approach. And I guess also the production 

is highly affected by this. Because in general, the way a film is financed, the production is financed 

and based on a presales and people will pay for the film before it's made. And that's how the films 

get financed. And then people are willing to pay only one to pay less for that film. Then that changes 

your um, production economics and can you actually make this film if people aren't willing to 

finance this film. So you have that tension between the production requirements and the creative 

needs.  

 

 

 

 
Interview Trin Thomsen, producer – Nordisk Film 

 
Francesco Turri: (00:02) 

And then they are taking notes and not even listening. 
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Trin Hjortkjær Thomsen: (00:12) 

Yeah. So tell me a little bit about yourself, like a what you're in. I think you're in the program that 

I actually also did at CBS, Management of Creative Business Processes. 

 

Francesco Turri: (00:26) 

Yeah. You did that as well, nice! 

 

Trin Hjortkjær Thomsen: (00:31) 

Yeah I graduated in 16. Yeah, four years ago. 

 

Paolo Maria Sacco: (00:34) 

But did you do another master? 

 

Trin Hjortkjær Thomsen: (00:38) 

No I did in university of Copenhagen. I did first of all I did a bachelor degree in film and media 

studies. So very like cinema studies focused on film history and like analytical approaches to film 

as a medium. I did that for three years and then I went to film school in the U S which is part of the 

New York University. So I was there for like a couple of years and then I did the CPS program, 

the master program from 14 to 16. 

 

Paolo Maria Sacco: (01:26) 

Okay it makes sense. Talking a technical background and then doing the... 

 

Trin Hjortkjær Thomsen: (01:33) 

Yes so I got all the historical side of film, which I've always been very interested in. I got that from 

my bachelor degree in the University of Copenhagen and then the practical aspects from the film 

school in New York. Then I got the business aspects from CBS. So that was kind of the mix. Then 

you come out into the real world and then you figure out that you don't know anything; to gain the 

experience. What do you guys think of the program? 
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Francesco Turri: (02:05) 

I like it. I mean we both come from a business background. 

 

Paolo Maria Sacco: (02:10) 

So we miss like the technical part. 

 

Trin Hjortkjær Thomsen: (02:12) 

So like the more like general business? 

 

Francesco Turri: (02:20) 

Yes exactly, and while I was doing that I was working as a photographer so I was Interested in the 

creative side of business and that's why I chose this, I came here for this program and I'm satisfied. 

 

Trin Hjortkjær Thomsen: (02:32) 

How far into the program are you now? 

 

Francesco Turri: (02:35) 

Last semester before stepping into the real world. 

 

Trin Hjortkjær Thomsen: (02:44) 

What do you guys want to do? 

 

Francesco Turri: (02:46) 

Well that's a good question. I'm pretty open for new experience, but those industries are the ones 

in which I'm interested in. 

 

Paolo Maria Sacco: (02:55) 

Let's see what Denmark offers. 
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Trin Hjortkjær Thomsen: (02:57) 

Do you want to stay? 

 

Paolo Maria Sacco: (03:00) 

I'm pretty flexible so wherever. 

 

Trin Hjortkjær Thomsen: (03:06) 

Where are you guys from? 

 

Paolo Maria Sacco: (03:14) 

Both from Italy. 

 

Francesco Turri: (03:14) 

Did you get your first job here as a producer? 

 

Trin Hjortkjær Thomsen: (03:19) 

So when I was in the program, I did a half year internship at another company called Sam 

Productions, which is in the inner city. It's owned by Meta Foldager. She has a film production 

company and she has a TV production company making series of different kinds. And I was 

actually interning in her film production company. Then I used one of her previous films as a case 

for my thesis, which was about co-production. While I was writing my thesis, still working for 

Meta's company part-time, she offered me a position in her TV company. So I actually started 

working there full time while I was still writing my thesis. Then that just turned into being there 

full time and I did a few projects there for a year; then Nordisk called me and wanted to have a 

meeting and talk about coming out here. Then I started working here in the beginning of 17 so I've 

been here a little over three. Yeah, around three years now. But yeah, I was only at the other 

company right after the degree. 

 

Paolo Maria Sacco: (05:03) 

How was the change? 
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Trin Hjortkjær Thomsen: (05:07) 

I want it to go out here because it's a big and historical company, where you have different 

departments. It's just a big system and that's very rare. You don't have that in other places. I liked 

the idea that we also had offices in the other Scandinavian countries. Because obviously when 

you're financing, whether it will be film or series, you often have to go to the other Scandinavian 

countries anyway. It's very nice to have a local person there who knows the people who has the 

power country, in the field much better than I do. So I really liked the idea that there was a bigger 

system in a way, but also that it was across the other countries. So it has been a change because the 

other company where I came from was much smaller. But in the meantime, the other company that 

where I came from, Sam Productions has also grown a lot. So now it's also a bigger company, but 

it's still very new and very different from this old traditional company as this is. So on a day to day 

basis, I really like to be out here and also having a lot of colleagues and being part of something 

bigger in a way. I like that for now at least. I don't know what's going to happen in the future, but 

for now I really enjoy being here. 

 

Francesco Turri: (06:44) 

We saw the really big difference between this and the other companies. We also went to other 

productions and in the end we decided to focus mainly on this because also because of that, it was 

totally vertically integrated from production to movie theatres. And yeah. 

 

Trin Hjortkjær Thomsen: (07:02) 

Yeah. That's quite rare. I mean also being still early in my career, it's very nice to have that. I mean, 

I can just go to another part of the company and talk to people directly and that makes it very kind 

of not scary in a way. So it's it's a good introduction into the field being here. Definitely. 

 

Francesco Turri: (07:30) 

So I'm going to tell you a bit about our project, what we're going to do. Because you have 

experience, you studied the movie industry before and I'm sure you're going to be able to give us 

some answers to this. So the research question or what we're investigating is how the business 
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model of Nordisk Film changed in the last 10 years of new ways of consuming movies. So the 

streaming revolution. So we talked to people who are working in different sectors, but also we are 

super happy to hear from the producers 'what happened there'. 

 

Trin Hjortkjær Thomsen: (08:13) 

You already talked to Caroline, right? 

 

Francesco Turri: (08:16) 

Yes, exactly. You already talked a bit about this but what's your job? What do you do in your daily 

life? 

 

Trin Hjortkjær Thomsen: (08:26) 

Yes. So what I do the most is that I focus on series production. So I have a few features in 

development, like three or four at the moment, but I spend most of my time on developing and 

producing serialized projects really. So that can be of different kinds. So the first series project that 

I did here was a small web series, 12 episodes, very short form content, youth show. Afterwards I 

did a big crime show, which was very standard, like eight times an hour, which involved financing 

from a lot of partners, both nationally and internationally. We had this very traditional mix of a bit 

of pre-sales and a bit of subsidies and co-production partners and different kinds of finance pulled 

together from various sources and from various countries. So that was like... Compared to the first 

smaller project I did, which was solely money from one broadcaster. So I mostly do series because 

I like the challenge of that. It's a much bigger engine that you have to build and maintain over a 

longer period of time usually compared to making features which is in itself also incredibly hard 

to pull together and make a great feature. It is just like the marathon compared to the sprint of 

making something of a shorter duration. Meaning a feature compared to the series, which is like a 

big project that can continue for multiple seasons if that's what's in the DNA of that project. So 

mostly it is oriented towards starting series projects, which I believe I'm the one in the production 

department, who does the most, I'm mostly focused on that. Meaning I also spend a lot of time 

going to industry events cantered on series compared to film. So I don't go so much to big feature 
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festivals like Cannes and so for networking; I go to more series industry events in other places. So 

I spend most of my time on that. 

 

Paolo Maria Sacco: (11:26) 

Are you the only one focused on series in Nordisk Film? 

 

Trin Hjortkjær Thomsen: (11:28) 

Yeah, I think I'm the one who's mostly focused on it. Not that it should be like a competition, but I 

think that my colleagues have a more equal mix of series and films or the opposite, meaning that 

they have more film projects in development compared to series. Eh, and I guess it's also, I'm the 

one who did most recently a big series out here, meaning that when you do one series and you have 

a good collaboration with the broadcast it's very easy to talk to about 'what's, what should we do 

next?'. So I guess I know the broadcasters and also the various streaming players quite good 

compared to the film financiers, which I don't know as good as my colleagues do, I would say. So 

I think I'm the one mostly focused more on one thing over the other, which the thing that they don't 

focus so much on. It's not to say that my colleagues could not make series or anything, but at the 

moment I think I'm more focused towards that and the rest are more generally focused on 

production of features. 

 

Francesco Turri: (13:04) 

So I think this is super relevant for our topic because I've found often a correlation between the 

streaming services and the booming of TV series. Did you see that? Is it true? 

 

Trin Hjortkjær Thomsen: (13:16) 

Yes. Everyone is coming in and requesting a content. Not to say that you can sell them anything. I 

mean of course they are critical and they want to have the best talent; all the new streaming services 

they want to take all the best talents and make sure that all the great people work for them 

obviously. So it's not to say that is easy or they're not critical in a sense. The amount of resources 

they have compared to the more traditional broadcasters we have in Denmark, where you have 

broadcasters in a landscape that is so used to the fact that it takes years and years and years to 
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finance something. Having the opposite, streaming services coming in and when they see 

something they like being able to say 'we don't do development, we go straight to production' 

meaning that it is like if I say to you 'let's go, you kind of just put everything else away and your 

work for us'. I mean, it's not that they say that in a very direct way, but the fact that they have so 

many resources when they finally set their eyes on something they like, they're able to just make it 

happen very quickly compared to the public broadcasters such as DR or TV2. So that kind of shifts 

the dynamic and also it means that the public broadcasters, they have to be very aware of not losing 

the best talent, writers, directors, actors, producers to all the new streaming services, because 

they're very aggressive. 

 

Francesco Turri: (15:08) 

So could you tell us a bit more about these shifts in the customers. This is one of the business model 

parts that we are considering the shift in customers from national public broadcasters to streaming 

platforms. Did you see that? 

 

Trin Hjortkjær Thomsen: (15:25) 

Yeah, even the public broadcasters who usually were so fortunate that they had many customers 

watching flow TV. I mean nowadays they also have to be progressive in terms of the developing 

their streaming services. Something like TV 2. When you turn on the TV you can automatically 

see DR because everyone can watch that. But TV 2 is not no longer having the same precision as 

DR in terms of being accessible to everyone in the country automatically. Meaning that of course 

in the future, something like that TV 2 has to kind of keep up with the new local or non local 

streaming services that have this very much B2C relationship with the customers. So they have to 

also renew themselves. So I actually think this competition in the field is very healthy for everyone, 

but it's of course shifting the dynamic; players like Netflix or Amazon or whatever, all the new 

non-local players, they have so much content already that you as a customer very easily feel when 

you sign up that 'wow, yes, I get something out of my subscription here' compared to the local 

players services, streaming services where you usually have not so much content, at least on the 

fictional side; maybe you have like more like a traditional TV programming on there, but it's just 

very hard to compete with big budget fictional shows. So everybody is hunting for the best talent 
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at the moment and many lean towards the new players that can offer direct green light when they 

see something that they like. So that is shifting the dynamic for everybody in the industry I would 

say. But I don't think it's a bad thing per se. 

 

Francesco Turri: (18:01) 

You said something about the them being in the process, so it used to be like the traditional 

broadcasters wants to be more present throughout the process and that for example, Netflix or 

another platform just approves it, right? 

 

Trin Hjortkjær Thomsen: (18:18) 

No, but I think as a producer, what you're used to when working with the more traditional local 

broadcasters is that it's usually never enough to just have the money from that local broadcaster. 

It's enough when you're making a little youth show, as I did with the project that I did a few years 

ago, which was so cheap that we just had that one broadcaster. So that's very easy to manage. But 

when you are making something, which I did recently, a show called DNA, which is a more 

traditional crime show with a big budget, shooting in various European countries, it just takes years 

to pull the findings together and when you have so many players coming in paying, they also want 

to have a say in one way or the other. So that's a very different process. I mean first of all, coming 

to the green light, it takes usually more time to come to that place. But also after the green light, 

the amount of partners you have in the process and that demand a say, that's very different from 

having one stop shop with, let's say Netflix. It's very subjective whether the many voices, the many 

small voices that sometimes they agree heavily to 'okay, we need to only have one round of nodes' 

and sometimes you are able to make a process with the more traditional financed series, with many 

partners. You're able sometimes in that case, in that scenario to make a process where you have to 

be in the edit room in order to have a say and 'here are the dates' and sometimes the amount of 

partners will agree to that model and in that case it's easy to handle and manage. But, sometimes 

they are not in the same countries and they get the links on different times then it's very hard to 

manage. But it's just a lot of coordination and it can be frustrating, especially for the creatives, 

when you have that many partners who sometimes don't agree or that are not coordinated time-

wise; compared to Netflix or other one stop shop scenario where you have one partner. But then 
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again that one partner can have a lot of power because they came with all the money. So it's very 

hard to say what's best or more easy to manage. It's just two different modes of financing and also 

modes of managing the process both financially but also creatively. When you have many partners 

compared to one partner. 

 

Francesco Turri: (21:33) 

Do you have more than of one partner now? 

 

Trin Hjortkjær Thomsen: (21:35) 

You still see all the local players because they need to build up their platform as well they're going 

into streaming. They are still requesting, I would say, as many shows as they used to. I really enjoy 

working with the local broadcasters because the people that you have there, the executive producers 

from the channel side, they're very experienced and very like creatively clever people. So really I 

really enjoy working with them. But what I think is tricky is to make sure that the talents that you 

put forward in the project stay there, because there's so many opportunities both abroad and also 

with the one stop shop projects that they can also do. So in those yearlong processes working with 

the more traditional broadcasters where they come up with all the financing and you have to wait 

to apply for the National Film Institute and that subsidy and that local regional funded etcetera. In 

that time the talent... Especially in TV that is very much a writers' medium; so the best writers, you 

have maybe a couple of handful of good writers in Denmark; so making sure that you have that 

writer still attached to the project while you're waiting for the finance... Of course you can take a 

risk and make sure that they have something to do in the waiting time, but you don't know if it's 

going to be a yes or a no from the funds. So it's really difficult to foresee when the green light will 

come. In that process you have the talent being like 'oh, I could do all these things and I have all 

these opportunities' and you're like 'yes, yes' and that can be from producer side one of the most 

tricky things I would say; the waiting game really. Then on the other side you have the one stop 

shop players, but they're not always that quick to decide either. I mean, it's just figuring out if it's 

best to have like one partner being very involved or having the more traditional partners that are 

also used to the co-production situations where they cannot have all the say in the world, but the 

traditional system is very proven and people from the channel side usually very clever people that 
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are good to have in process. So it's not that we don't see any traditional financed shoe anymore. We 

definitely do and they're also putting more money into the production of series. The traditional 

broadcasters are taking money from the other fields like nonfiction and sport and so on and pouring 

more into fiction because they have to keep up with the new players. So I mean there's a lot of 

opportunity in both places. 

 

Paolo Maria Sacco: (25:12) 

With traditional broadcasters do you mean DR...? 

 

Trin Hjortkjær Thomsen: (25:13) 

DR, TV 2 I would say which other ones that have been around for a long time. It's them plus you 

have something like ViaPlay which is in the Nordics with their streaming service but they also 

have a linear channel, but that's not so strong. So it's mostly considered nowadays as a streaming 

service as well. But they're also a Nordic player, which is investing very aggressively, but it's kind 

of the same with DR and TV 2, they're not putting up all the money, they will usually finance 

around half of it or maybe 60%, 70%. So you still have to go out and see 'okay they take the 

Nordics, they take that territory' and then we have to find a partner for rest of the world or have a 

co-production partner in Germany or whatever; we still have to have some different sources. So in 

that sense ViaPlay is kind of a mix between the traditional ones... They are not coming with all the 

money usually as someone like Netflix, which is like 'we acquire your show, it's not going to be 

anywhere else, it's going to be on our player and here is the check for all of it. 

 

Francesco Turri: (26:44) 

Do they want worldwide exclusive agreements? 

 

Trin Hjortkjær Thomsen: (26:45) 

Yeah, usually waterways and if they're coming in from the beginning, that's how they like to do it. 

But there's also a scenario, especially on the film side, but also TV side where you will develop it 

in a more traditional way, the show, with many partners and then you can have them coming in, 

taking the rest of the world. If you finance it out of the Nordics and you're still lacking finance and 
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then you can co-produce with Netflix. We have a very popular Danish show TV show called Rita, 

which is about a school teacher. It's been running for several seasons, it started out as a TV 2 show 

very traditionally financed and then after a couple of seasons TV 2 and Netflix went into a joint 

venture for the next couple of seasons. So now, I don't know what the split is, but they are both 

financing that show. So it will be on linear TV 2 and on TV 2 Play, which is their streaming service 

and then it's also on Netflix catering to the rest of the world. So you've seen different models, no 

one case fits all. 

 

Francesco Turri: (28:05) 

Have you co-produced with Netflix? 

 

Trin Hjortkjær Thomsen: (28:07) 

I'm in talks with them about several projects, so I've been having a conversation with them for a 

long time now, both about films, especially series. What's really nice about them so far in my 

experience is that they're quite quick to decide. They're very much like yes or no. They're fast. My 

experience is that they're fast in every sense to say no to say yes. But it's really, that's nice for the 

creatives because, for many writers, directors, they hear so many rumours about how Netflix, how 

they do their thing. It's just really nice that when I say to like a writer, okay, I'll pitch that idea for 

Netflix that you can expect a quick yes or no. So my experience is that they're very efficient. So I 

haven't tried to be in an edit room with them because I haven't yet produced with them. But what I 

hear is that they're very involved in every matter. And that can be good and bad. I mean, if you 

agree on the show you're making, I guess it's good. But if you're having like a writer or director 

thinking 'I'm making this show and you're having the Netflix acquiring another show', I mean that 

would be a painful full process. I imagine, if you have different expectations because then there's 

one partner deciding every aspect. 

 

Francesco Turri: (01:07) 

I heard that they want to produce themselves so they outsource productions. Would you do 

something like that? 
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Trin Hjortkjær Thomsen: (01:15) 

I mean there are a lot of talks about how they do that, I mean, I know for a fact that they sometimes 

approach creatives directly and in that sense I like being the one talking to a writer, director kind 

of shaping the idea and when we're ready, my job is to pitch it to a partner and then if they have a 

serious interest, of course they should meet the creatives and we should have a talk everyone. But 

I mean I've heard about instances where some of these new streaming services and new players, 

because they want to have like a smooth process, they go directly to the creators. I'm talking about, 

okay you're, what do we want to do? And in those cases, I mean if they develop something that 

their both sides are interested in, I'm like who the should produce this because it's a not very ideal 

scenario where you come in that late as a producer taking eventually all the risks of production, but 

you haven't been there from the start. And I mean I would like be close to anything but I mean 

those cases it's figuring out what has been the process up until now and do we all agree, what's that 

we are making, and so coming as the last person is not ideal. Of course, I understand why the 

streaming services want to do it because sometimes they can consider us as middle men, but in the 

end we're not, because we're taking all the risk in the end. So we have to be there and involved 

from the beginning that's at least my perspective. 

 

Francesco Turri: (03:05) 

That could be a threat maybe. 

 

Trin Hjortkjær Thomsen: (03:07) 

Yes. I mean because in the end, not knowing how Netflix do their contracts or any other streaming 

service, but if they expect us to take the production risk, then we have to be there from the 

beginning. I mean it's not an ideal scenario for producers to come in that late. But again, if it's a 

good project and of course the streaming services should be fine discussing different ideas with 

creatives. I'm actually completely fine with that. I would be a little worried about being approached 

in that case where they have agreed to do something and they just need someone to produce it. 

Because then like this house and this production company will be in a weak position compared to 

the other parties from the beginning. So I like talking to creatives, making sure we agree on this 
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plan, whatever. Let's go to this and this broadcaster and then let's see if there is an interest and then 

we take it from there. I think that's the way around things. 

 

Francesco Turri: (04:23) 

About TV series. Do you think Nordisk Film is pushing them, trying to do more? 

 

Trin Hjortkjær Thomsen: (04:31) 

Yeah, we are traditionally, I guess you're familiar with that, more of a film house. I would say so. 

That has been like the backbone also because we have this, the cinemas and stuff like that. So, 

within recent years it has been like an aim to try to get more TV series projects going. And so it's 

still early days. I mean you had years back Nordisk Film that was almost the only production outfit 

in Denmark, we made series as well. But then for like decades we almost only made films. And as 

I say, I think most of my colleagues are more leaning towards film still. But, from the beginning I 

did in the other production company I was working in, I already did series. And I guess that's also 

why Nordisk wanted to ask me if I wanted to come out here because they knew that I had interest 

in this. So I think it's part of their plan branching into that also. I guess they want to do everything. 

We don't want to slow down on the film side, but we're definitely trying to build a TV focus as 

well. 

Francesco Turri: (06:07) 

Well, what do you think about the correlation with this and the streaming services? For example, 

people watching TV at home from their platforms, did that increase their consumption of series? 

 

Trin Hjortkjær Thomsen: (06:26) 

You're meaning why? It's interesting to move into series or...? 

 

Francesco Turri: (06:31) 

From a market perspective, why do people watch more series, if they do? 

 

Trin Hjortkjær Thomsen: (06:35) 
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I mean some of the bigger platforms, they're both looking for seires and films. So for us it's just 

very important to build a strong relationship with them because then usually different people 

considering from series projects to film projects. 

But it's good to try and build up like a strong relationship with them in general. And then I think 

the creatives, the writers, directors and so forth they're interested in both mediums. So it's really 

important that we can be that production outfit and the right place for them to go when they have 

a film idea and when they have a series idea. So it's also a matter of trying to build strong 

relationship both with like the partners but also creatives who wants to do both. And I expect us to 

be expert in both fields. And then I mean producing series is more about how you earn your money: 

there is from production itself, fees and of course you have rights as well. But because you're 

working, let's say with Netflix or with the more traditional ways, either way you're giving up a lot 

of rights from the beginning because you're inviting in, because TV is too expensive, you're inviting 

in more partners. So, it usually takes longer before you have rights in the projects still as a 

production company, but in usually take longer before you get anything out of that ownership 

position. So you usually earn your money in the process of production instead of at the end. 

 

Francesco Turri: (08:31) 

Okay. So the partners step in earlier with series because it's an ongoing process for a lot. So you 

cannot put all the money yourself. 

 

Trin Hjortkjær Thomsen: (08:41) 

No, that's the thing. That's the thing and also from the beginning it's like an ongoing relationship 

and that counts to what you like as a producer. I really like because I usually find the people on the 

other side smart and I like building up like a long-term relationship with them, but it's definitely 

not like features films. Traditionally it has been like we come up with an idea, we go to the Danish 

Film Institute, we get a bunch of money from like a commissioner. We go back and get a little bit 

of money from a distribution company. We go back into our little closed off system. It's not like 

that all the series, it's more like an ongoing, they come in very early on. Meaning also when 

creatives come with ideas to me very early on in the process I'm like okay, yes, maybe you have 

the script but let's move that away and let's try to work on like short forms of texts. Because we 
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have to present this to the market early on because you're so dependent on a primary partner, even 

though they cannot bring all the money themselves anyway, but you are so dependent on attaching 

it to primary broadcaster early in the process. So it's not ideal to have worked on loads of texts and 

scripts and so forth before you go to the broadcaster because they would see we want to be in this 

with them from the beginning. 

 

Francesco Turri: (10:24) 

So does it affect production like a um, 

 

Trin Hjortkjær Thomsen: (10:29) 

I mean you have to be as a creative person, you have to be ready to have more like an ongoing line 

of communication with them. Yeah, and I mean you have to be, that's a very narrow way of putting 

it, but you have to be, I guess, maybe more of a people's person or being not as closed off in your 

creative process. And I mean sometimes some of the most skilled writers are kind of closed off. 

And in that case it is a challenge for the producer to kind of be in that room between, a broadcaster 

wanting to have a dialogue from the beginning and having a creator who is very like talented but 

not that comfortable with people reading stuff continuously. But they would like to finish off their 

process before the world should see it. 

In those cases. I mean it's not that it cannot work out, but it's very important for me to kind of be 

in that room between navigating the broadcaster's expectations of this in a transparent process. We 

need to know what's going on. We have stuff that we also want to have a sayir process and having 

the talent. So that can be tricky. But I mean the thing is about these people over here, the broadcast 

side, they know their audience. I mean they have so much data, whether it be Netflix or TV2 or 

DR, whatever, they know their audience and it's actually about building that bridge that we're all 

in this together and you have your perspective, you know your target audience. And there is a 

creator here with like a brilliant idea who should not be forced into making anything mainstream 

that you're forcing upon too earlier in the process. But it's more collaborative, I would say, making 

series in compared to making films, all the demands, especially when it comes to the talent and 

what they're ready to do, how they can be in the process. You have to be more collaborative minded. 

I would say also because it's such a big ship compared to features. It's just a different process where 
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you're very early on team up and that foundation, whether it be one stop shop or a primary 

broadcaster involved with a few broadcasters from other countries joining in eventually, but not 

having as much of a say as the primary one. It's really important to have them, whether it be that 

more pull together financing or the one stop shop. It's just really important from the beginning that 

the creator and the person who oversees your project from the broadcaster side, that you 

communicate well, the three of you. So that's a little just to elaborate on the creative process of 

managing that. But I guess moving forward Nordisk would like to not slow down in any sense on 

the feature production, but we would definitely try to be also heavily involved in series productions 

of different kinds. 

 

Paolo Maria Sacco: (14:34) 

In general, did you notice any other big changes in a business model of a company given by the 

change of way of consuming movies? 

 

Trin Hjortkjær Thomsen: (14:53) 

I think it's a little hard for me to answer that. I mean the consuming movies, especially because I'm 

mostly on the series side, so I'm so used to these more ongoing early on collaborations from series 

anyway. So I don't know or I haven't really thought about if these new ways of consuming also 

affect the way of financing and managing your feature project. Relating to the series I do, you have 

to set up that very early on and when I say that series is not like going in, taking a bit of money, 

going back I also know that it's not how like modern way of feature production is, but only more 

traditional, like a few but big contributions from the film Institute, from their distribution, less 

partners involved. But I don't know if it's the new way of consuming and also if you make a feature 

straight to Netflix for instance, because they're both looking at original series and also original 

movies. I guess in that sense, if you're making an original film for Netflix, I don't know. I've not 

tried it, but I guess that then it's, I guess it's the same process as making a series because you're 

having them involved from the beginning. So I guess that maybe some of the future production is 

starting to look a bit more like series productions. If you are financing your movies in this more 

new way and with one stream involved from the beginning, guess that would be similar. 
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Francesco Turri: (17:15) 

One quick question. How many projects do you have at the time? 

 

Trin Hjortkjær Thomsen: (17:18) 

I think I have, at the moment I have four features and I would say 12 series projects at different 

stages. I mean some of them are like very early on, maybe I've pitched it to one or two partners not 

interested right now. Trying to find out what should we do next. So some of them are not even 

started, but I have creatives working on them. But I have a lot of projects. I have those. I have 

recently also employed a junior producer of an assistant. And so on because if some of these 

projects are going at the same time, that's a challenge because then there's a lot of stuff to do. But 

yeah, I have some projects very close to green light and some projects very early on. So yeah, in 

that range I would say, I think ten or twelve series projects. 

 

Paolo Maria Sacco: (18:25) 

And for features, for your own experience or from what you've heard from other producers, do you 

think that the willingness to pay of your partners has changed through time? What's your opinion 

about it? 

 

Trin Hjortkjær Thomsen: (18:46) 

You mean how aggressively they're...? 

 

Paolo Maria Sacco: (18:50) 

In regarding to the budget that you use for producing TV series or a feature. Also compared to 

maybe what net Netflix can offer. 

 

Trin Hjortkjær Thomsen: (19:01) 

I haven't tried yet to actually produce with someone like Netflix. I don't know if the budgets go up 

but I know it's a different situation when it comes to rights and the model for that. Because you 

usually have this with the traditional broadcaster DR or TV2, you have the rights holders, meaning 

the actors, writers, directors, you have this with their unions, very fixed royalty system. Meaning 
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that how they get them rights, money from where their shows are actually aired, this very well 

established system. And of course when someone like Netflix, like one partner taking all rights in 

the entire world coming in, then it's a different scenario because, in the other like traditional case, 

they get some royalty money after the production after it has aired. They are getting some money 

rights. And in the case of something like Netflix, when they're taking, when they're writing a check 

basically saying deliver this, then you have to make sure that the rights holders still get what they 

could expect in the other case. So I mean the budget should be always a bit higher than your budget, 

because you have to buy the rights free. It was just a very complicated way of seeing that when 

you have like a new broadcaster or like Netflix or Amazon or whatever, you have to pay a bit more 

upfront to the rights holders because they're not getting any money afterwards. Because they will 

never know how many people exactly see their movie of the series because Netflix doesn't tell you, 

they don't and they don't because I guess they don't want to deal with that. I mean you have this 

remuneration system in the other cases where very easily the unions get charts on how many people 

saw this and that, and this is very well established system. And then when you have someone 

coming in with a check saying, deliver this to us. And then we're like separate again, your budgets 

go up because of course, an access then say my daily fee is not this, it's this because I never see 

more money than what I get upfront. So that's one instance of seeing that budgets. Usually there's 

one partner that doesn't want to deal after this production with anything like paying back or 

whatever. Budgets go up. And of course I would also say that the fact that you have so many 

productions running right now, not just from what the more traditional broadcasters can greenlight, 

but from all these different players out there, what they acquire and put into production, that also 

really pressure the entire system. So you have crew members, location scouts, whatever, like from 

the lowest rank of people in the production chain they're able to choose whatever project they want 

to do. So offering them like the minimum wage, going to like an assistant. So I'll pay you this 

because your union is saying that this is the minimum wage. That's what I can offer you on this 

production. They're able to say, no thank you. I can get the twice as much money on this production 

over here because everyone is fighting for setting. Being able to set their teams in these times where 

there's so much pressure on getting people to shoot whatever project they're doing. And that also 

puts a pressure on budgets because then you can not budget your film saying yes, this is the 

minimum reach for this assistant and this focus pool and dah, dah, dah, la. You actually have to be 
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ready to pay more money than you should pay that person. And that's something making the 

budgets go up. So both again for the rights holders that once expecting more money upfront. And 

that's what you called above the line personnel. That's writers, directors, actors and the producer, 

the production company. And then you have below the line personal, which is like all the people 

involved in the actual shooting of the film make up the cost, you director, photography, all those 

people also costing more money because they have more opportunity. Because there's so many 

productions going on so they can just really pressure someone like me saying that you should pay 

more for me because they have so much choice. So budgets go off when the competition is so fierce 

and when so many players are in ordering shows and movies. So I think budgets are going up, but 

then again, I mean it's a fortunate situation that these American international players are coming 

in. It really puts a pressure on being the best. I mean, because the competition is so fierce and it 

really is also for, as I said, the more traditional broadcasters. They also really have to stick up the 

game, making sure that they are offering something that the new players are not offering. So think 

it's a really fun industry to be in right now. There's a lot of choice. And also I would say this is just 

a little side note, but the creative people, they come, many of them straight out of school now from 

the film school, whatever. And they, I mean, the writers can get a show, they of their own that they 

can create straight after school. And I mean, that's of course exciting. But I think we will also see 

people like kind of taking on too much responsibility compared to what they actually should be 

able, I would say, too early in their career. So, some people will crash off of that. I mean, young 

producers, young writers, young directors have so much choice from very early on in their career. 

And that's exciting. I mean, some people can be very overwhelmed by that and traditionally as a 

writer, you would come up from school and you would go into a writer's room being an assistant 

for some time. Then maybe on the next show you're doing, eh, being offered lag writing an episode 

of something and you would be in that system of like learning from the more experienced people 

in a long time before you made your own show. And I think there's also a value on that because 

then you'll get like proper experience from seeing how the head writer that has to experience, how 

they deal with things, in sense of nerves from broadcasters and so on. But now in these cases, some 

people are getting their own shows straight after film school. 
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Interview Caroline Eybye, producer – Nordisk Film  
 

Caroline Eybye: (00:02) 

Yeah, yes. That has changed everything for us. 

 

Francesco Turri: (00:09) 

Right. I imagine, and I mean, I guess it's going to still change in the future. I mean, from what we 

heard and what you already read and study, it's like, it's still much more, it still has to come, so, so 

yeah. I'm just going to open one second. We have the Lake shoot question with them now. Okay. 

So shall we start? Okay. So yeah, at first if we can have some general description of like your job, 

your role and the company just, you know, words about some general. 

 

Caroline Eybye: (00:49) 

Yup. Um, now this film is the oldest still-functioning production company in the world and we 

have offices here in Copenhagen and Oslo and Sweden, Stockholm. Um, and we have our 

production department, then we have distribution and cinemas. So it's kind of a circle. So we have 

a very good collaboration with the other departments. Uh, we have other different in house 

departments as well. We have, uh, trailer designs and poster designs. And then we have a whole 

post production company as well that deals with everything from editing to sound and the effects. 

Um, and we produce primarily feature film, but we've developed a and produced some TV series 

in for the last couple of years, five years maybe. Uh, and my work as a producer is very, uh, it, it 

varies everyday what I do, but my, my role is to make the film happen kind of, and I'm involved in 

the film from the beginning to the end as the only key function. Um, I start projects that is maybe 

an idea for myself or if I read a book or see a play that I think would be adaptable, then I contact 

the screenwriter or director or they come to me either together or one on one with projects. And 
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then we developed them together. And then I, uh, I finance them in Denmark or Scandinavian or 

Europe. Um, and then I make sure that they're finished and they have distribution. 

 

Caroline Eybye: (02:46) 

Yeah. Everything from the [inaudible] from the [inaudible] finances. Okay. Yeah. So the next 

question is actually, um, what happens after the movie's done and the role with the distributors that 

you have right now? So you, do you already have some contract with them before? Before the 

movies download, what happens after the movie's done? 

 

Caroline Eybye: (03:09) 

Um, because we have our own distribution company, we of course, they have a first look on 

everything we do. Uh, even when we are very early in the development, we have a close 

collaboration with them. And it's very rare that they say no to a film, but that happens and they're 

not, they, they're not very, um, experienced in distributed seeing TV series. So they don't do that 

at all. And they take care of distribution in Scandinavia. And then we have a kind of a sister 

company called Trust Nordisk, which partly owned by Nordisk film, and they handle all our, uh, 

world's sales. And that's the same, that's the same. We have like a first look deal with them. And if 

they say, no, we can use other companies. Yeah. Actually I think, uh, we haven't, we're premiering 

a perfectly normal family tomorrow and I think there's just, you build it by a European staying late, 

things like you're done not trust one disk. So that happens.  

 

Caroline Eybye: (04:14) 

So if, if, um, nor dispense distribution says no, maybe the movie doesn't even start. But then we, I 

mean, we always collaborate with our distributor. It's more when it's like international sales, then 

we have others, but we always work with us in house.  

 

Paolo Maria Sacco: (04:36) 

Perfect. Um, and so, um, I don't know if you're familiar with that, but like w with the, um, with the 

release strategy, how does it usually work? Is there like, um, spans like first theatre than like a fixed 

span between, it comes out in other means? 
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Caroline Eybye: (04:56) 

Yes, we have that. We also have some rules kind of from the Danish film Institute that when we 

get funding from them, um, it's part of the deal. We make that there is like a whole back. Yeah. I 

think it's, what is it for a six months after this theatrical release before we can put it on a video on 

demand. Um, so there is a very fixed recipe on how you can present the project for the audience. 

Yeah. Um, but we've worked very closely with our, with the distribution and we talk out is 

[inaudible] and the Film Institute is more open on not giving a film a theatrical distribution, because 

sometimes it's a very small film and it would just kill it. If there's only 200 people watching it in 

the cinema, then it's much better just to go on iTunes, for example, or Blockbuster. So we can look 

at each film as a special case, I guess. 

 

Francesco Turri: (05:58) 

Yeah. Um, yeah. Any, any kind of, um, video on demand platform or you, you just distribute it up 

outside of that of the company?  

 

Caroline Eybye: 

We have one, it's called Nordisk Plus. Um, but it's, it's in really in the end of the film's lifetime, eh, 

but we also have that Phillips get, because we have so many old films that are like national 

comedies from the seventies and eighties. There's a big fan base for that. So I think they have a 

hundred titles that kind of changes every month. I think. Then there are new titles coming. They 

pay for that. I can't, maybe it's 50 corn or something like that each month. And it's quite a big 

success if you're that target group and an [inaudible] is for all of the titles. Also our new world 

titles, but then we have an output deal with the YouSee. 

 

Caroline Eybye: (07:15) 

So they are our TV station distributor, even though they are not like an old TV station, but they 

take all our titles after theatrical release for the Scandinavian market. And then after that we can 

talk with Netflix or something like that when ethics as well. Yeah, we do both in trying to develop 

projects with them but also selling titles and we have quite a few on Netflix now.  
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Paolo Maria Sacco: 

Did many times happen that they proposed to you or the other way round to produce together?  

 

Caroline Eybye: 

We've tried. We've tried many times, but it's, it's difficult, uh, to find the right project for them. But 

we do pitch projects for them once in a while.  

 

Francesco Turri: (08:06) 

So, um, I mean the beginning of this three mean you're actually started quite a few years ago. Um, 

but in this span of time, uh, from what you saw, so I mean also during your studies, I guess because 

it started with that, uh, did you notice any, uh, big, like what are the main changes you notice in 

also in the production of movies, not just in the final distribution part? Like what are the main 

things that changed from when the streaming area of the possibility to watch movies on demand 

till now? What happened? 

 

Caroline Eybye: (08:43) 

I think the half facts are that we don't have as much money as we did before because there was no 

DVD sale or other like physical sailor films. So we've lost a lot of money or um, yeah, from that. 

And it's difficult to find them somewhere else because we don't get that from selling a film to a TV 

station or Netflix for example. They don't give the same amount of money. So that's kind of day to 

day I'm feeling is that it's difficult to finance Danish films. Okay. And then when it's possible to 

see like an infinity amount of films, then if you have one, you need to yell even louder for people 

to notice your film, not only locally but internationally as well. And there are so, so good content 

right now that you really need to make a good film before. Otherwise, people would just be like, 

why can't we just watch Avengers or something like that with a higher budget.  

 

Francesco Turri: (09:56) 

Before with all this physical sales of cities, more money was coming. Is it a, because people pay 

less to get into intertwined with movies?  

https://www.temi.com/editor/t/6k_Bd9jrI9dQrXnj2aS3HiYuUWNZX1i6CzppZc8HAzBG4KA_4Gg0ZqL7GsvBE00YLs-0-kcdXtOSLiZvcVOrBJfWoi4?loadFrom=PastedDeeplink&ts=486.07
https://www.temi.com/editor/t/6k_Bd9jrI9dQrXnj2aS3HiYuUWNZX1i6CzppZc8HAzBG4KA_4Gg0ZqL7GsvBE00YLs-0-kcdXtOSLiZvcVOrBJfWoi4?loadFrom=PastedDeeplink&ts=523.6
https://www.temi.com/editor/t/6k_Bd9jrI9dQrXnj2aS3HiYuUWNZX1i6CzppZc8HAzBG4KA_4Gg0ZqL7GsvBE00YLs-0-kcdXtOSLiZvcVOrBJfWoi4?loadFrom=PastedDeeplink&ts=596.77


227 

 

 

Caroline Eybye: (10:07) 

Right now they just, they can just watch it online. And they paid less and less or they can rent it 

unless they buy. I think it's like the normal price of the DVD, it depends, it is like a 100 - 150 DKK 

if you buy it on iTunes for example. But if you wait then it's like 30 - 50 DKK for renting it. So 

yeah, we're just, it's like a 50% cut from what we normally get. Yeah. 

 

Caroline Eybye: (10:38) 

And with all this possibility, I guess people nowadays prefer to, you know, not, not have the 

physical, I watch it over and over again. I mean, uh, I mean also personally I think I used to, when 

I was younger, I used to watch feel many, many more times. And now it just, you have your 

subscription and everything is there. So why not watching something different. And also it's 

because you don't have the physical one because if you have it, you might be more inclined to 

watch it again. So you just the biggest change is like having less budget, less money.  

 

Paolo Maria Sacco: 

Um, so did that affect production? Like what did you do with that? Did you add to cut some stuff 

or what was the strategy to adapt to that? 

 

Caroline Eybye: (11:23) 

I think the way we make films now has changed because we have very good low budget films at 

the moment that has, I think, come out in the last four or five years, which is very, very low budget. 

And then we need to have big commercial, uh, crime or comedies and the middle films, they're 

kind of gone. And I think it's because we don't have the same plus the possibility of financing them 

anymore and people don't want to take the risk. And so we have like films that are between three 

and maybe seven, 8 million Kroner and then we have something that is 25 and up. So there was a 

lot of stories in between there that needs to be told but can't really fit into the box. There is not 

enough money to produce everything so you're trained to focus on big projects or also focusing on 

quantity, producing many films and try and, um, and send them as many as possible but, I think we 
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need to, because we are nine producers here and we're quite different, there are some producers 

who are very good at producing these big commercial fields for a big audience. 

 

Caroline Eybye: (12:47) 

And then we are other producers who are more into making smaller films with new talent. And, 

um, we need to do both to survive, I think.  

 

Francesco Turri: 

So this is one adaptations. So trying to produce any way with lower budget. Did you also try to get 

more money from other sources than from people buying or distributors by the movies? 

 

Caroline Eybye: (13:13) 

I think we're very conservative and financing films, especially in Scandinavia, it's like a recipe that 

this is how you do it. I think maybe we'll see more private financing in the future, but it hasn't really 

been tried yet because it's so, yeah. You don't know if you're going to get your money back. 

Otherwise it's the Danish film Institute and a TV station and a regional fund and that kind of, what'd 

you do? The European, yeah, we have two European funds that we can apply for, but it, I think it 

takes, we've got some you get last year and it took like six months before we knew if we even got 

the support to make an application, then you forget it because you don't know. You can't really 

count on the money. It's nice if you get them.  

 

Paolo Maria Sacco: (14:11) 

Okay, perfect. And so another thing that may be changed probably did, um, with the, regarding the 

key partners you had for distributing or in general, like did the actors besides you changed in those 

years, in those last years? Like different distributors or actually if the companies that deal with the 

NordisK Distribution changed. Like you said, Netflix for example, came into the game, but did 

others also smaller players? 

 

Caroline Eybye: (14:45) 
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I think our distributor needs to be more aware of which partners can sell the film. So I think they 

need to have a closer collaboration with all the streaming platforms right now and know what's 

going to happen next because they need to sell the films to the new platforms. Our sales agents say 

that before you could go to a film festival and promote your film and that would be very easy to 

sell it. But that's not the case anymore. The film festivals are not that golden anymore. It doesn't 

really matter if you go. Of course, if you go to Cannes and you go to Berlin, maybe Venice and it's 

good, but then they can't, it's not, it's so expensive to go there and it's not that big a deal anymore. 

Yeah. Maybe it's even bigger if you get Netflix to buy a film. 

 

Francesco Turri: (15:46) 

And so besides Netflix, what do you know, what are the other platforms?  

 

Caroline Eybye: (15:51) 

Uh, we have via play. Yeah. It's always streaming platform. HBO, they haven't really gotten into 

the film market yet, but they're producing TV series. Yeah. Um, Amazon hasn't really happened in 

Denmark. I think that's it.  

 

 

Francesco Turri: (16:16) 

And, um, so like, do you know, like in which percentage right now, like your movies are shown in 

which person does, like on the streaming platform, the theatrical, what's was the main channel in 

which like consumer watch it? 

 

 

Caroline Eybye: (16:33) 

I don't know the percentage. But it's still theatrical, but it depends, if it's a smaller well-reviewed 

film, then maybe people will be like, we could use, wait until he comes on a streaming platform. 

You don't need to go to the same one. Yeah. But you should talk to our distribution. They know 

they have all the numbers. 
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Francesco Turri: (17:00) 

Yeah. Because, because, uh, in our discourse, I suppose so as always the theatres, right? 

 

Caroline Eybye: (17:04) 

Yeah, some of them, yeah. It's Scandinavia, uh, in Denmark and some in Norway.  

 

Paolo Maria Sacco: (17:15) 

And also another question, if you as a producer, do you have like any kind of relationship with the 

final consumers or is it, um, that distributors are the one that tell you what to do or like in the film 

is good or ideas, or does any of these come also from final consumers from distributors? 

 

Caroline Eybye: (17:35) 

We do have some during editing, we do some test screenings, uh, which would you in-house. So 

we kind of get an idea of what they think. I mean, it's late in the process, but you can definitely 

change the edit. Although observers like questions. Um, and then we do the film Institute does the 

screening as well to kind of see how is this going. They read it and give it some points. And then 

of course they do. Um, parental control tests also if it's screening throughout the process and then 

hearing opinions and yeah, 

 

 

Caroline Eybye: (18:23) 

We don't really do like surveys beforehand on what films people would like to see, but we every 

week would get, um, like numbers for how many tickets that certain film has sold. So you can use 

that as an instigation, kind of what we'll sell tickets. You can't really use it for one to one, but kind 

of. Okay. 

 

Paolo Maria  Sacco: (18:53) 

And yeah. And coming back to the production, how does it work with the different contracts you 

do, like the funding first and the sales after, like throughout the process? 
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Caroline Eybye: (19:11) 

I think normally film is a bad example because we have everything, we do have like an overall 

agreement, but we of course make individual agreements with the, um, with the films. So we're 

quite lucky that we have a distributor, so we get a minimum guarantee and we get like a pre presale, 

the film kind of before it's done. And then the distributor and the sales agent have to go out 

afterwards and sell the film. Unless it's like a very well-known actor or director, maybe they can 

sell it beforehand.  

 

Caroline Eybye: (19:51) 

So usually they do it when the movie's done. So you already have them as a support throughout 

and then they do it once one. And then we make a plan of festival life if it's a festival film. And 

then, of course, we go there with the director and some actors to do some PR.  

 

Francesco Turri: (20:17) 

And did you, has it happened to make it a core productions or uh, like with other companies abroad 

or other companies here in Denmark? 

 

Caroline Eybye: (20:28) 

Yeah, we do that a lot. Um, of course when we go to Northern Sweden, we co-produce with 

ourselves. But it happens that we get other companies that want to work with us. But, right now 

we're producing a documentary series, like a true crime, which is with a Danish documentary, 

which the biggest documentary company in Denmark. And I think they came to us because it's, it's 

a very, very big project. Um, so they can do it alone. 

 

Caroline Eybye: (21:45) 

And there are some, yeah. Some co-productions we've done in Denmark also. But if we, if we want 

to have a bigger board budget, we need to co-produce with other countries as well. So in those 

other countries we can have what IP rights on the film to make.  
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Francesco Turri: (22:32) 

So besides this like a relationship and cost structure that changed with the streaming, um, did 

anything that you notice that change in matter of tastes? Of what kind of content to produce? Like 

the length of a movie or like, uh, the kind of like shifting from films to Sirius or those kinds of 

stuff? 

 

Caroline Eybye: (23:30) 

I think with the flakes especially; they want it very local. So I think in the beginning with Netflix, 

everyone was trying to make something that would be good for an international audience and they 

came back and said, no, we want very local content. So I think that has changed. And also we've 

had the whole Scandinavian crime law thing that's still selling abroad and all over the world. So 

yeah, everyone has a waste to make like a good crime story because there's an audience for that. 

Right. I don't know if it's changed. Really. 

 

Caroline Eybye:(24:20) 

Yeah, I mean we saw that the fact that Netflix now is trying to, uh, besides producing local stuff 

for the audience here is trying to explore it really local traditional content to other places as well. 

So it's kind of the opposite of what one would think using something that fits everybody. No, they 

actually want local stuff that are also like tally somewhere else. And I guess with TV series is about 

that you can tell, you can tell a story in a longer format. So that's of course has affected the stories. 

We tell that a lot. 

 

Paolo Maria Sacco: (25:15) 

Yeah. And regarding the future, do you think they have an opinion about, uh, what actions, uh, a 

company like yours should be, should take, uh, in order to keep being good and keeping first?  

 

Caroline Eybye: (25:58) 

It seems like the Danish audience wants to watch Danish films. So I think we need to still be very 

good at that and make films that close with a smaller but also with the drawer audience. And then, 

of course, we want to be part of the streaming wall or what you call it. We want to make things for 
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the biggest streaming services and we need to make like a track record of good things now. So they 

will notice us further on.  

 

Francesco Turri: (26:40) 

And, and, and having your own, your own streaming, the Nordisk Film plus, uh, adding that and 

having more movies displayed there, does it decrease the sales value when you sell it to some 

other? 

 

Caroline Eybye: (27:05) 

I don't think so, but I'm not that into the notice. Plus I only found out we had it like six months ago. 

So, and I haven't even used it myself. I think it's more like a library function for us. So it's after it's 

been around for some years, then it doesn't really affect, I think that would be very bad for us if we 

take it out and then just distribute it ourselves on a streaming platform because it's going to hit no 

one.  

 

Caroline Eybye: (27:45) 

Because I mean now, I mean maybe Disney can do it because, but you need to have like a, you 

would use the name too because you have to attract people with only your brand and that's it. So, 

so yeah, it would those value fill on the release there, but after the old outside circle, when the 

movie is probably not selling anymore to other distributors, then it would be better to put it there. 

Yeah. 

 

Caroline Eybye: (28:11) 

And I mean, as you said before, probably there is that audience that likes all the older stuff and, 

yeah. There is a market for uh, if you know the market DVD completely done or there is still 

something, there's still some, and I can't remember which film it was, but I heard of, well that came 

out maybe last year that they required surprised actually of how many DVDs at phone and I guess 

something like frozen or like children's. Okay. I think it's still being sold on DVDs because they 

want to watch it like forever. So if want to give it as a present for four kids. So it's nice to get.  
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Francesco Turri: (29:27) 

Okay. That makes sense. 

 

Caroline Eybye: (29:32) 

But again, I think our distribution can answer that one.  

 

Francesco Turri: (30:45) 

Yeah. We will see someone from distribution. Right. I think it'd be a vice president of sales. Okay. 

Yeah. Yeah, that's right. Oh, we also made an appointment with the CEO, right?  

 

Paolo Maria Sacco: (31:20) 

Yeah. In a couple of days. That's great. Yeah. Thank you for having us. And um, I mean, yes, those 

are the question we asked you. It's going to be the same for now. We are, uh, this is like a five 

months thesis. So we are still kind of at the beginning of the process where we, uh, we are trying 

to feel the environment and now and now it is. Uh, and then as, as we do in the middle, like in the 

end, after we collected all the data and the, uh, research and literature through, we will provide you 

with, with our results if it might be fun in any way. 

 

Francesco Turri: (34:03) 

And, and, and yeah. Right.  

 

Caroline Eybye: (34:10) 

And what is your kind of question or what is the, so for now the question? 

  

Francesco Turri: (35:09) 

How the, uh, production or distribution company in this case Nordisk Film had to change their 

business model. So some parts of like the business model in this spirit of like a change in 

technology. So all those big changing technologies that are affecting the business model of, of um, 

those companies. And also in the end of course it's going to be like how this deal needs to change 

in the future too. Yeah, of course. 
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Paolo Maria Sacco: (37:05) 

Uh Nordisk Film is super interesting in because it has the distribution in house. So it's nice to see, 

at least in Denmark, that it's a super small country. It is nice to compare before and after how 

companies adapted to this change. Also we will consider the future and what are the next challenges 

 

Caroline Eybye: (37:53) 

That’s very interesting, it’s a good subject also for us. Because we need to change. 

 

Francesco Turri: (38:02) 

From the people we have talked some of them are extremely worried especially now and others are 

relaxed. 

 

Caroline Eybye: (38:27) 

You can really panic if you want to but you can also see it in the sense that we have more options 

to sell our films. And I’m working for new talent and not all of them should go on a cinema, maybe 

for some a streaming platform would be better. That can help a lot, if you don’t sell that many 

tickets in the movie theatre maybe the movie would just be better for a smaller audience. I think 

it’s good that we have other possibilities now. 

 

Francesco Turri: (40:02) 

Do you have any relationship with DR?  

 

Caroline Eybye: (40:10) 

Only on the documentary side we haven’t really produced anything with them. They have been 

producing in-house forever and only now they are opening up. 

 



236 

 

  

 

 

Interview Louise Vesth, producer – Zentropa Productions 

Francesco Turri: (00:01) 

So, we have like some questions and of course, this is not a structured interview is like a semi-

structured one. So if you come up with anything that's great. So yeah, the first question is a general 

one, if you can tell us about your role, your job and Zentropa as a company. 

 

Louise Vesth: (00:47) 

Yeah, I think it's no use that I started telling you about Zentropa because I think so much is written 

about us, so I think you can read that on the internet. I'm a producer. I worked here since 2001 and 

if there's something, I guess you kind of did a little research before you came here. So it's better 

that you ask some questions if there's something that you do not already know. 

 

Paolo Maria Sacco: (01:20) 

So, your job, what does it mean for you to be a producer? What do you usually do? 

 

Louise Vesth: (01:25) 

I mean, in this company we have a very flat management structure, so I'm part of the management. 

So I think that maybe 10% of my time is used to be a manager for the company going into more 

the overall budgets and plans for the future as well. And the rest is very much the productions, but 

also the film policies. We are a member of the Danish production association I'm the representative 

there. So that's also some of my tasks. But as a producer in films, as you know, I find the projects, 

I kind of build projects together with directors. And I think the easiest way to talk about it is that I 

see myself as a person who is there to make other people great. So, I am not the one actually making 

the content of the film or the elements of the film, but I'm very much the person behind the film, 

the director, the scriptwriter, the editor, whoever I'm in contact with. So, my role is to make clear 

https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=1.42
https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=47.47
https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=80.68
https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=85.82


237 

 

what they are doing and keep them sticking to their own plan and making them as good as I feel 

they can be, by using themselves and their creative talent. 

 

Paolo Maria Sacco: (03:23) 

Perfect. Once a movie is done, who do you sell your product to? 

 

Louise Vesth: (03:30) 

Zentropa has a sales company called Trust Nordisk and they are selling all our movies to the whole 

world. 

 

Paolo Maria Sacco: (03:40) 

Okay. So you had direct contact with them. Do you know anything specific about how the selling 

process of the film works? 

 

Louise Vesth: (03:50) 

Of course. 

 

Paolo Maria Sacco: (03:51) 

Would you elaborate more on that? What is your relationship with them? 

 

Louise Vesth: (03:54) 

Well, it's not part of my job to sell it, so I think you should actually, I mean if you're interested in 

that part of the business, you should definitely talk with them. I mean we eating lunch every day. 

They are here, they are part of the company. We talk a lot about the projects from the early start 

and make sure that they have written the script and that they have kind of given their thoughts on 

how this film is able to distribute, in all parts of the world and or not. And then of course we have 

a clear festival strategy together with them and the Danish film Institute. 

 

Francesco Turri: (04:41) 

Okay. Do you usually sign contracts, like those sales contracts, before starting production? 
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Louise Vesth: (04:46) 

I don't know. They always come to me very late and say, you still haven't signed this sales contract. 

I think it's different because it's the same company. So you know, it's not that important the contract 

because the contract is there all the time. They have to sell my films. 

 

Francesco Turri: (05:08) 

Right. But regarding the budgets or the amount of money are able to spend on a specific project? 

 

Louise Vesth: (05:17) 

Sometimes we discuss it. I mean, they put a number in a contract or we talk about it. It's mostly the 

festivals that cost a lot of money. And I'm responsible for some of the budget. If I go to a festival 

with a film, I have a separate budget for the film that is not the sales company's budget. But I paid 

them to go there to have a stand where people can come and visit the film. 

 

Francesco Turri: (05:51) 

And what about the money actually to produce the movie? 

 

Louise Vesth: (05:56) 

But that's something totally different. I mean, as you know, we are subsidized and then we have a 

lot of public money in the films. It depends, of course, totally on the character of the film. So that 

local, very local film that would normally only be produced with financing money from within 

Denmark or maybe just Scandinavia, but pretty local financing. If we have a film with much more 

global traits, outside Scandinavia, then we kind of finance the film between a lot of countries that 

will be a co-production and that will be a combination on public funding and regional funds and 

tax schemes and private equity and minimum guarantees from distributors. 

 

Francesco Turri: (06:56) 

Yeah. So, the biggest amount of money comes from the public funds? 
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Louise Vesth: (07:03) 

Yeah, it depends. I mean, if you produce in Germany there will be a lot of money actually coming 

from tax schemes, which is also public, at least in Germany, and from regional funds, regions in 

Germany are very wealthy. 

 

Francesco Turri: (07:22) 

And then you have to shoot there or co-produce. Okay. And what about the audience or the final 

customers, do you know how your movie reaches them? Like what are the main ways? 

 

Louise Vesth: (07:37) 

Yeah, for the Danish market, I'm very much involved in the marketing of the film to the Danish 

audience. They play a big role in our films from the beginning, I mean the audience. I mean we are 

very much aware that the film needs an audience and we also, no matter how artistic or signature 

strong film is, we tried to keep in mind that it has to open itself towards an audience which can be 

small or bigger, but at least it needs to be vital and appealing to an audience. And we work a lot 

with the audience also in the post-production when we are editing the film, we invite a lot of 

audiences to come and watch the film so we can react depending on that. 

 

Paolo Maria Sacco: (08:39) 

Yeah. And what are the current trends would you say, among the Danish audience? What is the 

current trends? Like what do people like? 

 

Louise Vesth: (08:51) 

I mean, I don't think there's a trend in that way. I actually think that people really need options. I 

mean they need to have different things to go to. They don't like that everything is the same. Like 

only Marvel superhero movies, they want options. They also want diversity. I think they want 

different tastes within the product that they actually choose. And then I think they want to be 

entertained, not meaning entertained in the deep way entertained, but they need to be curious on 

the content. And that means that they need original stuff, they need to be entertained or surprised 

or touched by the films that they actually choose. So, I think the impact is kind of the word that 
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covers all of it. That means that films need to have an impact, if you're laughing or crying or 

shouting or screaming or wondering, it needs to have an impact on the audience. 

 

Francesco Turri: (10:22) 

Sure. And this is content-wise, of course. What do you think about the way people reach movies? 

I mean people just used to buy DVDs, now it's more streaming. Is your job affected by this? How 

do you study your audience in this sense? 

 

Louise Vesth: (10:45) 

I don't think overall that it has affected the need for the things I just talked about, the content. They 

just go for it through other places. I mean, I'm a film girl so I believe that we need stories for the 

big screen cinema. And where the people see linear flow TV or nonlinear streaming services that 

doesn't really affect me. 

 

Louise Vesth: (11:26) 

I mean the way that it affects is that, I think, for a market like Denmark where we have always 

been very good at telling private policy as I call it, private policy stories. We haven't had that much 

money to produce film for. So we kind of always seem to have produced the dramas, the character-

driven stories. And we have been very good at that. And I think also it really is about the story and 

the characters and not about the big technical stuff, which we are not able to compete with 

Hollywood. We don't have a tradition for that. And we do not have the money to do it. So in a way 

we have been affected by the overload or you can say the production boom of TV series. Because 

they are sometimes much better in doing some of the character works because you have more time 

to tell stories about your characters and to kind of spread out their lives and how they act in the 

story. But I still think that people need a one-piece story, where you actually know that it will end 

someday. And where it has a beginning, a middle and an end. And the ending it's kind of the human 

brain that always tends to seek for endings, we need closure. So that's also the men mentality, 

mental junk in TV series that you are actually being manipulated into the cliff-hangers. I mean, if 

you watch television today, it has to be much more driven by cliff-hangers all the time because you 

https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=622.9
https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=645.43
https://www.temi.com/editor/t/xBG83qmG-439t-BFtqbWsQejGX2PCSCFKW1K7BZ1QvYO1FDzcZJQhUgt9vW6MVLtXlqoQR-wGGKB2hEAgLWyYs4hGc4?loadFrom=PastedDeeplink&ts=686.34


241 

 

have, we have seen so much. So we are very experienced. So they really need to drug us, to make 

us affected by it and to keep us watching. 

 

Francesco Turri: (16:03) 

So, do you think that affected kind of your job or your sector of the movie? 

 

Louise Vesth: (16:07) 

I mean, we need to do something else now with the film. The films for me are the state of the art. 

It's really where you have been working a long time for every second and you have really gotten 

into one artistic view on a specific topic. And the directors that tells you this story. That's his or her 

view on this specific story. And that's kind of it. It has nothing to do with another brand, like a 

streaming brand or producers brand or whatever. It's their insight in a specific topic or character or 

whatever that we have to see. And I think that's still really important for the films. But now we 

need to be even better in having this story than just telling about characters that has private policy 

issues. I mean there's an overload in TV series that does that. 

 

Francesco Turri: (18:21) 

All right. And so, I know that maybe your job as a producer is not as much affected, but the sales 

company sells them to distributors. Right. So do you consider your customers the distributors or 

the final audience? 

 

Louise Vesth: (19:00) 

The audience. 

 

Francesco Turri: (19:00) 

Okay, so you don't really care that much who the distributor is? 

 

Louise Vesth: (19:04) 

No. No. 
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Francesco Turri: (19:46) 

Okay. And do you know if they changed during the years? 

 

Louise Vesth: (19: 51) 

Yeah, of course they changed and I care of course because if you're talking about content, no, I 

don't care who is putting the brand out. I mean, of course, I care. I mean, I think it has to match. I 

have to have a feeling that my product, my film is going to the right end-users. And that has to do 

with the distributor. So in that way I care I don't want to produce film with Netflix because they 

take all the rights. So I don't want to be a production service provider. That's totally not interesting 

for me. I want to make sure that I know who is watching my film, where and why. And I'm not 

kind of a data income machine for Netflix. 

 

Francesco Turri: (22:00) 

Among distributors, you also have those actors that sells to a streaming platform or they have their 

own streaming platform. Do you have a relationship with them? Do you talk to them, to those 

distributors? 

 

Louise Vesth: (22:23) 

Yeah, sure. I mean, especially the ones in Denmark of course because the other ones are sometimes 

far away. If we have some very important territory' I would also speak with the Germans or the 

French or the Swedish or the Norwegian, the close ones to our content. But in Denmark, of course 

we are very close to the distributor and talk with them about how and where we need to sell it. And 

sometimes we're even out in the next layer of distribution, meaning that Netflix or whoever has 

bought it from the distributor or the grocery stores or whatever. I mean, the places where our 

products are. 

 

Francesco Turri: (23:10) 

So you also talk to them. And in this last 10, 15 years, is there any change to whom they sell 

movies? 
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Louise Vesth: (23: 20) 

Yeah, of course, that's obvious. 

 

Francesco Turri: (23:22) 

Because maybe, you know, new actors and stuff, but do you relate to the new ways of consuming 

movies by the audience? 

 

Louise Vesth: (23:30) 

Of course. I mean for everybody that the internet and streaming and the coming of Netflix and the 

whole business model of Netflix has changed the market completely for distribution. But I don't 

think it has affected yet the content. I mean to produce film is still from me a handcraft. It's 

something you need to learn how to do and you need to be very good at it no matter how people 

will watch it afterwards. But the interesting question is of course, will the new business model 

affect the content of, for example, films or TV series? Maybe, because I think that when we have 

the production boom that we have right now, it's an interesting question to find out whether or not 

that has an influence on the content of the film because people do not have the same time as they 

used to have. 

 

Francesco Turri: (24:49) 

For now, I would say no in the length of the movie or also otherwise? 

 

Louise Vesth: (25:00) 

I don't know. I think it's difficult to say. I mean, I think competition is always good for the content, 

but I think there's a limit on where it's good and when it starts to become a threat. Content that 

really kind of is well searched and really is the state of the art. I mean you cannot do it just, you 

know, in the two months where you just had the time between two TV shows, right? 

 

Francesco Turri: (25:49) 

Of course, but not talking about content but talking about like you being part of the management 

of the company. How did that aspect got affected? 
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Louise Vesth: (25:58) 

There's more focus on the TV series of course. We have always been a very old fashion company, 

meaning that we are working with directors and we follow more or less what the directors want to 

do. So if they wanted to do a series, we do a series, but otherwise we were much into feature films. 

But now we have changed a little bit because we have employed a producer that only or mainly 

wants to do TV series and that has TV series experience more than feature film experience. 

 

Francesco Turri: (27:02) 

Okay, so you made like this kind of strategic choice to go with the money. 

 

Louise Vesth: (27:06) 

Yeah, of course. 

 

Francesco Turri: (27:07) 

And talking about the money, what about the amount of money that distributors are able to spend 

nowadays. Did you see any difference after this new era of consumption or do you think they spend 

about the same? 

 

Louise Vesth: (27:38) 

That's a tricky question because it depends. 

 

Francesco Turri: (27: 46) 

I'm talking about the people that acquires the movie from you directly. 

 

Louise Vesth: (27:58) 

Yeah. The sales companies, for feature films, do not have more money than they used to. But I 

think that the possibilities for the production company have been bigger. I mean, you can be a 

production service partner and just sell your content to a streaming service and get fully paid, which 

is much easier than traveling around trying to get 20 different businesses to invest in your movie. 
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So, if it's some distributors changed a lot and have much more money. And I don't think that the 

payment for one minute has been dramatically changed, but I just think that we produced so much, 

so many more minutes in total. So it's just the amount of streamers, the amount of distributors in 

the market has just grown dramatically. And therefore, I mean, the total amount of production has 

gone up by, I don't know how much. 

 

 

Interview Alexandra Cruz, Head of Sales and Distribution – Copenhagen 

Bombay 

Alexandra Cruz: (00:04) 

Okay. So I guess we should start with, um, general question. Should I first say who I am? And then 

so you have it in the records. So I'm Alexandra Cruz and I'm head of international sales for 

Copenhagen, my Mae or international sales for a couple of Hagen, [inaudible] animation studio 

production, house distribution, house rights and learning as well. So that's what I do. I'm in charge 

of all their sales, everything that they produce. I, so I'm head of sales and distribution. 

 

Paolo Maria Sacco: (00:43) 

So how does it, what do you do like in your everyday?  

 

Alexandra Cruz: (00:49) 

So my job usually is, I guess from beginning to end. Well, one day when they have an idea of an 

animation project, they come and tell me if this is what we have in mind, this is what we want to 

do. They come in, then talk to me about what type of, um, storylines that they want to write 

storylines or ideas or even in [inaudible], but also features, the visuals and this. 

 

Alexandra Cruz: (01:16) 

And then they ask me, what does the international audience look, what this translate into an 

international audience. So then sometimes it's my job to say maybe this might not work or maybe 

this can't work. Because in the Danish culture it's very, um, with kids they're very blunt and they 
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treat kids very much like equals. So yeah. So it's very, sometimes though the projects are very type 

of harsh or some of kind of, not crude, but a little bit more intense than a softer, more traditional I 

guess animation series or film. So my job is to kind of tell them, okay, yes, it's great, but take into 

consideration that we have to sell this outside of the world. I have to consider that other than Danish 

people are going to be the ones watching it from the eyes of the consumers. 

 

Alexandra Cruz: (02:15) 

I look for the distributors who tell me what they're looking for when I go in. So when I go to the 

markets, I was just in Kidscreen in Miami, which is another big conference for kids’ contents. You 

go there and you present and you say, okay, what are you looking for? I'm looking for a series for 

preschools. I'm non dialogue, gender neutral. And then I say, okay, I have this, and then they say, 

Oh, well maybe the pace of the series is too slow for my art. What's my audience? Maybe it's too 

slow for this, or maybe the colours are not very nice for us, or the characters are not so cute for my 

age, for mine. So then I gather all this information and then I tell of course it's up to them to decide 

whether or not they want to accept of course, because then if we say yes to everything, then we 

compromise too much. 

 

Alexandra Cruz: (03:07) 

Then the authenticity of the project gets kind of lost there. Like some sort of, yeah, like a 

middleman kind of passing on the information and also my job, if they want to keep it the way that 

they want to, they, you know, for example, they want to keep that character that they're not really 

liking. Then it's my job to then convince the buyers that it's okay that this character is here. I know 

it might not be what you're looking for, but I'm telling you it's great. You know? So I have to also 

be the person that you know, sells it to them in that way. And then I have to sell the idea to create 

a project that is a balance of both international and also and for the Danish audience that they can 

work out. 

 

Alexandra Cruz: (03:59) 

I guess we really did this, I only talked to most of the distributors is who I talk to and the producers. 

I help them with the ideas of not it, but the construction or what the project could look like, kind 
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of help them out, orientate them on what is the best, so we can make the most money at the end of 

it all, who most people to watch it. And, but also preparing for the market season, which is, um, 

every, every, so right now we have, you know, Kidscreen Birdland and nip and TV. So all these 

animation projects and conferences that are happening and go and prepare them, meet everybody 

who I need to need, meet the, meet the broadcasters, meet the distributors, meet the anybody, the 

financers, who maybe can possibly give us some money for some projects. So that's my job until 

like June and then June, there's nothing really going on until September, which is Toronto and 

Mecom and all these other markets. So it's a kind of silo of market, federal court. 

 

Alexandra Cruz: (05:29) 

It depends on the event. It depends on, you know, that you know that you're going to meet people 

in Berlin but you won't meet them in MCL or you know, you'll meet them in Annecy but not Kat 

or you know, so you have to try to be strategic on which markets to go to so you can meet the most 

people as possible.  

 

Francesco Turri: 

Maybe pretty broad as a question. The biggest one, like you said, stress, decide where to go, what's 

the process?  

 

Alexandra Cruz: 

The process? Well, it's a lot. So I guess in starting to book my meetings, when I look for the 

meetings, I first looked at this distributor that have acquired a content that is similar to what I want 

to sell to them. So if they acquired, um, a film that has this type of animation style, or is it Danish 

or Scandinavian or, um, writer directors have their, have they, they have acquired fig features. 

 

Alexandra Cruz: (06:35) 

I have writers, directors that they've had before, you know, anything like that, then that's a selling 

point for me to contact them saying, Hey, you know, I think this is something similar. There was 

something in my life or, um, so that's my process. And then once hopefully, you know, you get the 

response, you get the answer, you get the, then you have a conversation in the meeting. Okay. So 
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what are you looking for? Cause then you have all the Irma, you have all like the stuff that you 

have in your pocket. And if they say well I'm looking, I'll probably do this. Sometimes it's very, 

very, very specific. Like you know, I want a girl lead with blonde hair in the film. Like that specific. 

Okay no I don't have that but I have this with a girl lead and this and that. Seven to eight years old. 

And then you show them the trailer, you show them the facts, he showed them what's the budget, 

what's the ideal estimation time of delivery. Um, and then if they are interested in my asking, what's 

the ask price? So what, how much you would, you would want fresh or that stage? 

 

Alexandra Cruz: (07:46) 

It could be, sometimes it's produced something that's like an issue right now cause there's, we don't 

have anything that's finished. We're in the development and production stages, some of our 

projects. So we would want them to some prebiotics. So providers that they come and tell you, 

okay I'll give you 20,000 euros for this. I'll give you 10,000 right now cause I know you need 

money to kick start the production. So if you get as much little presales here and there, then it 

comes out to a good amount of money, then we can fill up reproduction. 

 

Alexandra Cruz: (08:21) 

Because my background comes from more a genre horror type of films and they are more cautious 

and doing pre buys in that because you can buy it, you can find an horror film everywhere. But for 

animation they're more, they're more willing to give that gamble because they know that it takes a 

long time, a long time. It's unique. And if, you know, they know that our company that gives us 

quality films so they're more, okay I want to be the first one to buy it. And so I take over it. Yeah. 

I take over the territory and then to mine. So that's, that's the best idea is that we have an idea, we 

have a images and we have a trailer, like a pilot or something, and then it goes for them to, okay, I 

want to buy it. Sometimes reading the script, maybe read, they read a little bit of maybe just look 

the synopsis on the poster and you can say, okay, I'll give a an mg, which is a minimum guarantee 

or an LLC or two letter of commitment and then we can go and apply to grants or we can go and 

apply to something. 

 

Alexandra Cruz: (09:22) 
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So there's also these different strategies in every film and every series that we have.  

 

Paolo Maria Sacco: 

So do you rely on these kind of contracts? So whether it is pre-production and post production, so 

you rely on this kind of money?  

 

Alexandra Cruz: 

We hope to get that money, even though it's now getting, it's more likely as an animation from, 

you'll receive it, but it's now getting very hard to, to companies to gamble on you or, and then so 

it's kind of the hand of the egg because then you would want to have some money to come in to 

then push the production or to this, but then they don't want to join because they want to see how 

it looks at the end. Yeah. So it's, you know, figuring out what is the best strategy for it. But you 

know, the best, the best hope that I do, I have as to gets at least some of these presales. So once 

you get some, then you give confident other buyers or feel more confident, more that you will be 

able to deliver. And if you did the wrong time, then do them better. 

 

Alexandra Cruz: (10:25) 

The contracts that you signed a suicide for one, this three. And for one country, despite territory's 

only one, you cannot sell to many. Of course it depends on the, it depends on the structure of the 

contract. So are there some, for example, we sold, uh, films to Fox Southeast Asia and then they 

then say, okay, I don't care about the theatrical, I just want the pay TV. Which is P T T that people 

like cable will be the people that came. But I can do a hold back. So hold back is that they don't air 

it until after the release, that theatrical release of it. So they say, I don't care who you sell it to and 

theatrically, I just want paid TV. So then I have to go say, okay well I have them now I have to 

find a theatrical distributor that would want to work with them and then wants to have that 

conversation for TV or free TV or like public TV or, or streaming. 

 

Francesco Turri: (11:32) 
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Yeah. That's very interesting. So what do you know, like what percentage, like the movie make 

films mostly is TV, films, TV or streaming?  

 

Alexandra Cruz: (11:50) 

We have some in France. Our films are very quite popular. They do go theatrically and Germany. 

They go with pediatrically of course in some of the Nordics also Sweden. And Sweden, Norway, 

they do go to atrophy, but because this one particularly it when it was premiered in Brennan a 

couple of seven years ago and the other film also premiered, but then so those two films have some 

recognition and these countries are very much about the recognition of it. So then they can say, 

okay, I'll pay. I wanted theatrical. But once they, once they do that, then majority is TV or, or, um, 

streaming services. Okay. Now, now, yeah, that timeframe sometimes. Sometimes, but we are, we 

are confident that the distributor knows what's the runtime, how much that would be, and usually 

it's a year, a year and a half depending how popular your film is. 

 

Alexandra Cruz: (12:55) 

Because of course, if it's popular, we're going to keep going. They're going to keep snowing over 

and over again. So then you say after a year and a half, then he can, the TV station can, can release 

it. Yeah. They asked, they said, okay, this is what we want to do. Are you okay with it? Then it 

would say, okay, but we trust that they know better. What's the, what's the right timing? Because 

they know their audience, they know their demographic more than I know what's the demographic 

and what's the consumer trends in Italy or in, you know, South Africa, you know, they know best. 

So why I can't say no, it has to be. So it's a lot of trust with also with, with the distributors and 

understanding how they work as well. 

 

Alexandra Cruz: (13:52) 

Yeah. Yeah. Yeah. And that's, and that's um, how do I handle the relations with the, with the, it's 

sometimes they tell you cause in big, um, like TV stations they have a set contract and they have a 

set, they, it's really hard to negotiate them because they have already, this is like what it said. Maybe 

you can negotiate on the price. Maybe you can negotiate in the licensing terms, which is how long 

they can have it. But usually in any other, for example, non exclusivity, of course they don't want, 
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I want exclusivity on the film if they're going to pay in a TV station. So then that's the negotiations 

that we have about price and that too. But then you know, you get to see these buyers and 

distributors every time you go to the market. So that's why it's another additional good to have to 

attend this life. It's not only to meet new buyers but to also confirm and reestablish your relationship 

too to them as well. I don't know if that answered your question somehow. 

 

Alexandra Cruz: (15:02) 

No, we have a few questions. I don't know because you said your company, right? I've been 

working in there. Yeah. I've been working for about, um, in total since basically I graduated college, 

so it was like 13 years, almost eight years, no, eight years. Seven years. So we are wondering 

anything with those relationships with this realtor, there's distribution since has changed in the last 

years. Have like smart people from the internet, cable TV or, yeah. Well, you know, passed. It was 

paid to, you know, so linear TV, which is what's called the, you know, the true linear TV of pay 

TV stations. Well the ones with the most amount of money. Yeah. And they would pay, you know, 

they would be the ones that will give you a lot of money to call to buyer. Okay. Now because 

there's so many options, they want to take more rights, which is also the rights of VOD rights, um, 

streaming rights because they want to be able to hold everything and pay less of it. 

 

Alexandra Cruz: (16:18) 

It's weird because, because they want to take over that area and then nobody else kind of compete 

with them and pay in for net for example. I hate using them, but for Netflix, yeah. Netflix comes 

and says, I want to give you this amount of money for the whole world. You can sell it anywhere 

else. Yeah. It's completely done. You have to, and we'll pay you eventually, every quarter, a little 

bit at a time, but then after the five years, then it's all yours. By that time, you can't really sell it to 

TV stations anymore. You really can only, you know, option is, um, um, streaming services. So 

now these, these companies, these TV stations are now creating their own on my platforms. They're 

creating new ones, all the rights because they don't want any competition to take off yet. They want 

to pay you less because not a lot of people are actually watching their TV stations anymore. 

 

Alexandra Cruz: (17:13) 
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So it's a kind of less money that they have less money. They also have a lot more competition. 

Right. So people have more options they want, if they don't want to watch Dion and watch Netflix, 

if they want to watch Netflix, they can watch blockbuster. They can watch some stadium or 

anything else outside of what they have to offer. So that means that their money is actually, their 

advertisement space is going down. They have less money for then they come to you and then they 

say, we want everything, but this is the mountain. This is the only thing you can get and you guys 

do for them. We would prefer to sell to them because we, I think we think that Netflix is eventually 

it's gonna or any of these bigger companies, bigger streaming services. It's just, there's no 

advertising on it. So nobody really knows that that film is there. 

 

Alexandra Cruz: (18:00) 

It's with, with DR or like a TV station, there are pushing, there are advertising, they are good, they 

do care and they do put out there. So for us, we want to continue the relationships with these um, 

TV stations and buyers and broadcasters because at the end I think we think it's going to be the 

most useful for us and most going to be sustainable for us. Even though right now it might be a 

little bit more difficult because they're all changing. They don't know what's happening there. 

They're scared and then they're, they're like, okay, then we're going to make all VOD services, you 

know, France TV, who is a big powerhouse and, and you know, TV and for kids content is 

specifically now they're not doing any free buys. They're saying we're not going to, but we have a 

streaming channel and if you want to give us your stuff when it's done, then we can put it there. 

 

Alexandra Cruz: (18:47) 

So when the, so once was a really big power of better give us a lot of money. Now they're being 

super cautious. They're being very careful along what exactly that they want to pick up, how much 

money. So from five to ten years ago to now, the money, the range of money is really drastically 

changing, which is quite scary for us. Content didn't change much. No, no. Well it's still like, you 

know, we've got an offers where there's skills like you know, less than a hundred euros for a series 

and you're like, no, no, no, sorry. But, but these are the, sometimes they offers a new gang, like, 

like God, we took so long to make it and especially a bit, I'm so involved in the process and you 

get to see, you're like, no, that's not going to happen. 
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Alexandra Cruz: (19:46) 

It could be a, you know, a VOD service or it can also be just a really, really, really small TV station 

somewhere in the world that needs, you know, needs it and wants us give it a try or sometimes no, 

it's a no, no, but that's the minimum that they would give. Like we have a, I met this company and 

I'm the Panama, like a plan on my TV station. And they said, okay, we'll give you like $100 for, 

no, I'm sorry. I know he's Panama and this time are in. But that's quite difficult was all we can do 

anything on. Okay. Well unless you do a lot, a little bit more than who we can have discussions 

but then, but then it's the problem with now it comes to me. Okay. So I'd rather keep the rights of 

for example, upon it, whereas we were saying or we keep the rights and we don't let the series out 

or we give it to them and let it be out and then hopefully next time they can pay us a little bit more. 

 

Alexandra Cruz: (20:46) 

Know that's an, even though it's super stupid money, but what is the long term goals or what is the 

long term relationship for that? So it's also balancing off. Yes, we are something related to the 

relationship, but like in the big streaming platform is for example Netflix, but maybe after a series 

it's really old and nobody holds all the rights of the others, people don't really want to buy it again.  

 

Francesco Turri: (21:20) 

Yeah. Do you guys sell it at the end to that? Like for a cheap price?  

 

Alexandra Cruz: (21:30) 

Just they're so right now they want to get the newest thing. They, I wouldn't be interested unless 

it's a huge, huge hit. Like if it's, if it's Peppa pig and it's amazing, then okay, yeah, that's great. But 

if it's a small TV series that people like it but it hasn't gone, it hasn't gone into merchandising or 

licensing or any of that, then they wouldn't be or wouldn't give you money for that. 

 

Alexandra Cruz: (21:51) 

So it's a, so you have to think about, okay, what other ways can we do? Or maybe they might do, 

you know, maybe they change strategies in the layer another year, but that's another there upon 
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listens that it changes all the time. Every market new things. Every year there's a new idea. What's 

the new purpose, new things. So sometimes it's new platforms, new, this, you know, I see the 

contracts that we've had from like 10 years ago and it's just as you know, TV, theatrical and, and 

ancillary rights. Ancillary rights are like, you know, airplanes, cruise ships, hotel room. Like those 

are the extra rights, three rights. That's it then then like pay TV and free TV. 

 

Francesco Turri: (22:39) 

Yeah. You would sell them to the same year you were saying to the distributor?  

 

Alexandra Cruz: (22:39) 

Yes. Yeah, because usually it would be nice to have some one person to take care of everything. 

But you know, like we just said, it can also be a separate thing. So I said, so you read the contract 

10 years ago that for my, and then so the TV pay TV, free TV. Okay. And then you go pay TV, 

free TV, um, catch up rights and VOD, T VOD, you know, so all these like acronyms and you 

know, just the progression, keep adding and I'm still, and I'm continuing to, I didn't even stop, you 

know, with the catcher bride. So I catch a Bright's as if you are, if the AR has something on your 

teeth on and screaming and it's shown once, catch a brightest that the viewer can catch up to watch 

it for at least seven days, 30 days, 15 days. 

 

Alexandra Cruz: (23:32) 

So those are extra. That's another rights that you can add to it to, to your contracts because that's 

also your people watching it as a part of this. So it's always like, okay, now this is how we have to 

talk about, you know, how much seven days when you know, two weeks and you know, how much 

are we gonna do? Cause that that also depends on the money. You give them a lot more rights that 

they're trying to buy. But yeah. And so sorry, just sometimes with the, that for example, in Denmark 

and Denmark, they have, because our boss, my boss, she's the one who I'd rather them or I can only 

talk about what happens internationally, but it can work that I can get into an Italian, I can get into 

talk to buy. So I usually work with a distributor that comes and says, okay, I'll take your rights and 

I'll show it off to the, to all the stations in a day. 
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Alexandra Cruz: (24:42) 

Or sometimes I know that the broadcaster directly and I just sell it to them directly. Ideally that's 

the best way because then the money just goes to you and you don't have a minimum. Yes, exactly. 

So that's the best way to handle it. But it also depends on, you know, we have the connections and 

the pool, you know, and so it depends. It depends on the country and what I've done many countries, 

we work a lot with friends in Germany and right now we're trying to, we're very much getting 

involved in us and trying to get in there because we have a couple of series that people are interested 

in in there. And um, yeah, we are and we have a representative in China that trying to, is trying to 

push our continent CCTV, which is a Chinese, um, you know, the main channel in China, the 

government controlled Chinese station. So we have, we're doing progress there and you know, a 

lot of the European countries pull in and the Netherlands really like us too. So very Rangers. That's 

very interesting. 

 

Alexandra Cruz: (25:53) 

Okay. So less revenues are funding, right? Change anything election. Like since there is no money, 

of course I have to rely more on your grants. You have to rely more on, on getting, applying to 

creative Europe applications. And these are all this is that creative Europe is the platform where 

they, this is money that is for creators or for all European. Yeah. So then you apply and then they 

give you a certain amount of money and you can see in the, if you go online and you see them, 

there's so many applications, there's so many different types of grants and you can apply to. So 

hopefully, yeah. So hopefully they give you money. They also were also hope for regional funds 

because we have, um, we have a studio infinity, so we have locally, you know, we get Aboriginal 

concepts and then also then Mark and so, and then if we do do corporate actions, we have a, um, a 

studio or an offices in Sweden so we can cope producing students so we can tap into Swedish 

amount of Swedish money as well. 

 

Alexandra Cruz: (27:05) 

So it's just being super creative and how to get this money knowing that maybe your crease cells 

won't be the 1 million but maybe half or more million Danish kroner. I wouldn't, it wouldn't be 

that, but it'd be maybe half. Yeah. Okay. So then let's strategize what is the best way and also lower 
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down production the most possible, but to keep the same type of quality of it. But you guys had to 

do some yeah, we have to come cutting and we have to, yeah, it's, it's, you know, and because then 

my doesn't have any texts, um, tax cuts and tax credits. So we have to really figure something out 

internally and how we can try to keep the same quality. But yeah, yeah. 

 

Alexandra Cruz: (27:59) 

And be creative also, you know, meeting people that want to finance your film and I'll finance this. 

Okay, let's try this and all, let's try this separate partnership or, yeah. So we've actually had it, we 

actually had, um, for our latest, the first season of this long dialogue series that was called Cuban 

state. We had friends, TV, we had STT, we had actual broadcasters who wanted to co-produce and 

co-producing in the way that it was like a pre-buy, but they wouldn't give us money to then make 

it together. And then, and then that was the way that we finance that. That's, that's serious. When 

people say that streaming at the moment. 

 

Alexandra Cruz: (29:00) 

No, the streaming platforms, Netflix has the money to do anything. They're not looking for a co-

production. They're not tapping into any regional funds. They have the money to do it. You know, 

Disney has Disney plus has the money to do everything. 

Francesco Turri: (29:23) 

Did it happen that one of those companies outsourced one of their project to you? 

Alexandra Cruz: (29:25) 

What do you mean, outsourcing in the way of us producing it? 

Francesco Turri: (29:32) 

Outsourcing like maybe the other companies don't have the tools or they need some expertise. 

Alexandra Cruz: (29:38) 
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Sure, we've had some situations where we actually created something, they came to us and it's an 

app, and they came to us and said, we want to make a series out of this. We pay half of it or we pay 

a certain amount of it and we create the series for them. And then we have the rights to sell. So we 

have the right to sell the final part of project. So we come in and say, okay, we do the whole series 

for you. We develop it, we write it, we do this. But we keep the rights to sell it. We got some 

commission from the sales that we have and the rest goes to them. So we've had some other 

structures that have worked in that way or I know maybe that's what you're asking. So it's becoming 

creative and seeing who has a nice idea, who has a nice brand and then it kind of helped them out. 

Paolo Maria Sacco: (30:34) 

Does it happen with big names? 

Alexandra Cruz: (30:35) 

No, not big names, just people that have the money to do. So, you know, we also don't want to risk 

so much of our, we also don't want to put so much risk in something that is not ours because us 

committing to Bombay is very much about having our own IP and our own unique story. So we 

really want to keep that as the basis of our efforts is to hold, sustain this type of I values. Um, so 

we are, you know, we do all these other works and it's great, but it's also we want to keep true to 

what the IPs and the values that we are trying to promote. Because they trust that we know what 

we're doing. So that's why we have that power and usually - for this in the second example I was 

telling you - they never produce the series so they don't know the world of sailing and TV and 

merchandising and licensing in that way. You know, we are coming in and say: don't worry, you 

don't have to worry any about that, we can figure this out and we can do that for you guys. You 

just provide us some funds to make the series. So I think it's a nice deal for them. 

Francesco Turri: (31:55) 

So do think that less money coming in is changing cost structure and is related to the new streaming 

era? 

Alexandra Cruz: (32:07) 
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I think so. And it's not only not only streaming but YouTube itself. YouTube is such a big 

competitor for kids content cause kids are watching now, you know unpackaging videos and they're 

watching this and they're not watching series anymore as much. It's more preschool kids who are 

watching series. Older kids are watching and they're still into animation. But they're more into like 

the cartoon network animation and girls stop watching animation by the age of seven-eight 

completely. And they watch just live action shows. So you're competing with YouTube, you're 

competing with Netflix and competing with the Disney plus that are brands that people know the 

franchisees and you're here, hello, I'm from Denmark. We're the ones with two or three series that 

are really great. But for buyers and shippers, it's more of a risk for them too. Some really want to 

say I'll buy it because we want to have something new and unique and newer stuff is the best stuff 

for us. You know,but everybody wants to play, you know, everyone wants to work on Netflix. 

They take it away or they take away my job. They come in, if they come in and buy everything, I 

have no job because they take the rights of it and okay. 

Francesco Turri: (33:49) 

And they're tring to do that worldwide, they're trying to have as much content as possible. Some 

companies, not many we saw that they started selling directly through their own platform on their 

website. 

Alexandra Cruz: (34:07) 

We actually have started doing something. We're working on work. We have a platform that we 

are trying to establish and work with that. That's one of our new things that we're trying to do. We 

also have a lot of also just direct consumer. We have a lot of DVD to do, and go directly to 

consumers and sell DVDs. So we're also expanding because of all of the situations we're trying to 

expand in different positions. So we have done the VOD platform, but it's just, it's business-wise. 

We need a lot more content to then have something that for people are worth, that have the same 

type of values that we have. So they can say that's a Copenhagen Bombay. 

Francesco Turri: (34:51) 
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They need to know the brand. 

Alexandra Cruz: (34:54) 

But also if they know the brand, they need to also understand that all of this is safe and it's from 

our standards and this our content. So it's also a lot of effort on our part as a team or the sales team 

to find the content. And then of course they're gonna come back to me like I come back to them. 

Okay, well how much are you gonna pay me? Well we're a small platform in Denmark. Okay. We 

do a revenue revenue share. Revenue share is like, I get 50 you get 50 if somebody pays 30 kroners, 

I get 15 you get 15. 

Francesco Turri: (35:30) 

And what's the name of the platform. 

Alexandra Cruz: (35:32) 

Cobos Bio. But it's still under construction. We're starting. We're trying to figure out the numbers 

wise because then you have to send it through. For example, the great bear is one of our films. We 

have a nonexclusive agreement with Minbio and we have an non-exclusive agreement with another 

company and we have it on there, then it's okay. People are always in a ghost of their favorite 

platform. If you always go to film streaming, that's where you going to find a film. You're not going 

to go look to other places to find. 

Paolo Maria Sacco: (36:18) 

It doesn't really matter if it's on your platform or another. 

Alexandra Cruz: (36:22) 

Exactly. You just get less money if it goes from another platform because they have middleman of 

the other company. If we go directly to you, it's 50 50 you and me, if I go to the platform it's 50 50 

or, you know, 30 or whatever the percentages is. So you have to just try to see what makes 

economical sense for us. Usually not exclusive agreements for older films, it's not really a problem. 
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People are very open to share those rights with you. So they don't care. Sometimes they don't, but 

sometimes they really, they care for older films. But it's not only creating the platform and having 

the quality in there, but also how do you market it to the consumers. How do you get it to the 

consumers that are in Denmark that they have to watch it here and not in the other streaming 

services. So that's also another layer of the marketing and the footwork that you have to be 

advertising. Because then you have to pay money for advertising. You have to pay money for 

actually having the streaming service itself. We have to pay money, all these, you know, and also, 

you know, my time to uploading projects, writing down information, doing those trends, you know, 

that's all money. And if that doesn't, if that's so much that and the income is not coming up, then it 

doesn't make sense. So it's us for us to try to figure out what makes sense for us. They have, they 

know it, they know how to, they have a following. They have people that know that and this TV 

friends, I can see this. So they really don't have to be pushing it, you know, looking at the effort. 

So it's quite interesting. 

Paolo Maria Sacco: (38:17) 

Regarding the thing that you said before about Netflix buying production companies, do you think 

it's going to happen in the future? 

Alexandra Cruz: (28:31) 

I actually don't know. I feel that for me Netflix is a great opportunity because you do get to see so 

much stuff but you also get drowned with so much stuff. So people, you know, maybe they do buy 

out some production companies and maybe they do that what you're saying, but that's a lot of work 

for them to take, to manage. If they do start buying and they do have the same quality report and 

they're in, the won't be paying so much. Cause if they have to buy and they're buying five different 

production companies, that's a lot of money that it's not going to go into their actual own 

production. You know what I mean? Like they have to then divide the money that comes in and I 

don't know what they are willing to do because you know the model structure of Netflix is that 

every year they lose money. Every year they lose less money. So hopefully they will eventually, 

you know, break even and go up. But you know they're consistently losing money every quarter. 

So I don't know where are they? If that's in the part of their strategies to buy production. 



261 

 

Francesco Turri: (40:07) 

Actually Netflix wants to actually spread all around the US movie industry and move to other 

countries. 

Alexandra Cruz: (40:21) 

Well they opened a studio in France not too long ago, so they're going to start doing that. They 

bought all of the Japanese animations. 

Francesco Turri: (40:30) 

The results show that actually they improved the amount of companies. 

Alexandra Cruz: (40:34) 

they're starting to expand. They see that they have to expand that way. 

Francesco Turri:(40:42) 

Sometimes the thing I don't like is that they want to have as much content as possible. There are 

some few good stuff on them they don't care much about quality because they want to focus on 

quantity. And some times, I mean the American one has much more content compared to the Italian 

one like those three, four good series and then a lot of low quality stuff that has been produced by 

Netflix and they own the rights. 

Alexandra Cruz: (41:16) 

It's, yeah. And then also, you know, two, three years ago, I think they went to Sundance and they 

paid like 10 million for this film and the film just was on Netflix. You know, what revenue are they 

getting from that? And it's like these independent films that yes, it's great. And then the people who 

know about films, great. You know, but how many of the ordinary people actually decide, okay, 

I'm gonna watch it, it's a Sundance, right. So from then on they stopped kind of doing that because 

they saw that investment. People really don't care. They don't care about that. And it gets buried 

under everything that they produce. So even if they do acquire it, you know, even in what suggested 
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for you, it's on Netflix. They're investing more on that, on producing their own content, than 

anything else because they know how to control it. They have all the data. Since they don't share 

any data with anybody, we know you are a filmmaker. I was producing. You sell your firm to them. 

You don't know who watches it. 

 

Francesco Turri: (42:17) 

When do they watch it? What are the demographic I want?  

Alexandra Cruz: 

They haven't, they don't share anything. So then they said, okay here in giving the money, but then 

they have, that's it. They have all this data so then they can create everything that they know what 

people would like. Obviously crime shows are very big so they are making tons of crime shows 

and unsolved mystery shows because they know that people watch it. And even though it might be 

really not that great shows that, okay, I am talking so not valid, but I watch them, you know, I can't 

say I'm part of the problem. 

Francesco Turri: (43:03) 

What you are saying is great for us because when we've talked to Anders from A Film, we were 

surprised because this thing you just told us about this big revolution in terms of changes in the 

business model. And he was like, no, for us nothing really changed. There are other stuff like some 

political stuff that had much more impact on us. 

Alexandra Cruz: (43:36) 

We did this and yeah, and that's what producers do. You know, they're out there, they're out there 

and I just saw him also at a kid's screen and looking for opportunities, but his job is to find 

productions. That's his job. My job is to make it, find the, find the money for, for a future 

production. So I'm more of the groundwork and talking to everybody and really that's why I'm 
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traveling so much because I have to know what's going on. I have to know what's the trends I need 

to know, and also I think ahead of the time. 

Paolo Maria Sacco: (44:15) 

So are you kind of scouting in your job? 

Alexandra Cruz: (44:32) 

So right now we're starting to scout for films for us to acquire. So for us to sell internationally, 

because now since all the changes, animation films from production to user gets five to seven years 

to produce it: to get a finance producer and developer, five years, five to seven years, typically. We 

like to do it, we like to do it much less time obviously. But you know, our production time is one 

year. So from concept to delivery is one year, you know, if we have the money, we can work very 

quickly. And once we have the money, we animate it within one year. We have the film thing, but 

it's taking longer to get these incomes coming in. And it's much more effort. So what we're trying 

to do is, because the beef is the market, they want more films, they want new films. And if buyers 

come to me, every market, and I have nothing, I have some progress but nothing completed, then 

they're not going to want to meet me anymore because they say: okay, well yeah I know, but when 

is it done? It's done in this year. Okay, but tell me when it's done. So now we're trying to get good 

films that are already completed or almost completed. So we can go out to the market since I 

already know, or the company knows the buyers and what we have that to give to them and we 

have that new position so we can generate some other income than just our own sales. It's also we 

have to change the strategy. We can't keep, the way that it's been, we have to. A company that 

doesn't change is not going to grow. And we've got to figure out different opportunities. 

Paolo Maria Sacco: (46:20) 

Because you're trying to diversify your portfolio? 

Alexandra Cruz: (46:21) 
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Our portfolio is just our own content. And that's what kind of people like about us, that we produce 

everything and we sell everything that I, you know, everything they produce, I sell. But you know, 

with finding content now that resembles our value and our ethics and our standards and then I'm 

selling it to the people that we know that have bought art stuff that they can buy their stuff too, type 

of thing. 

Francesco Turri: (46:53) 

So what are the main names of the distributors? 

Alexandra Cruz: (46:54) 

So we have had relations with France tv, NPO, the broadcaster from the Netherlands. We've worked 

with um, uh, Super atl., Disney Asia, Southeast Asia, Fox. We've had, we're doing, doing some 

with Mexico and Canal Once which is a really, really good quality TV station. Hong Kong public, 

you know, so we have several for example. So they, yes, so they just acquire because they need 

content that they feel like fits in there, it's for them. So they go out and scout for contents. They 

have their own TV station, you know, is, they have a TV, like a, they have a Disney channel, South 

Asia Disney Channel. So then they just acquire concept, but they need, you know, hours or hours 

of material probably. I don't know how that's going to structure and people even in the company 

don't really know how that's going to be structured. And even now with Disney buying out Fox, 

that also changed, you know we had a contract there with them that took almost a year and a half 

for them to pay because they didn't know how the structure of the acquisitions are going to be. So 

everything is changing and they tell us, I don't know, but I'll keep you updated. 

Francesco Turri: (48:43) 

From a consumer’s point of view what's going to happen is that we started opening the TV and 

choosing the channel and then it may be in the future that we'll be choosing among different 

platforms. 

Alexandra Cruz:(49:03) 
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And in the US, for example, there's a public broadcasting station, which is the free TV station, but 

like the actual other channels, they don't have for kids, Disney or Nickelodeon, they, they create 

their own projects because they have, you know, Nickelodeon creates, Cartoon Network, Keystone 

products. Everybody creates their own projects or they buy the developing or they buy the IP or 

the divide a series and then say, okay, we help you create it, but they don't have, there's no real 

channels. So now with this cable TV, they have all these channels and these RokuTV is like a TV 

channel like a TV service and it has thousands and thousand channels. And that's when you come 

into flares with smaller TV stations that they said they're TV stations, but they're only available in 

Apple TV, Roku TV and these type of platforms. So you know, and then they also don't have too 

much consumers. So of course they say, we'll buy content for TV station in the US, but it's a small 

little TV station. So we, you know, okay, so let's take a gamble and see how that goes. But then it, 

you know, usually it's quite successful because they also need constantly content also with them. 

And that's a little bit, it's kind of what you're saying that you're going to turn on a TV and it's going 

to be platforms instead of actual channels. There's going to be platforms. It's very interesting 

because things are changing so quickly and even the big companies are also, you know, you can 

see that they're nervous and they're cautious. 

Francesco Turri: (51:37) 

That's why we think it's important and researching this. 

Paolo Maria Sacco: (52:03) 

It is super interesting for us because we really want to see how different actors in the danish market 

reacted to almost ten years of digital revolution in the industry. We will provide you with the 

materials afterword and we'll be hearing so many stories out of many interviews. 

Alexandra Cruz: (52:31) 

But I also recommend you go into a market to actually go into, cause then you can really see it's 

happening because there's so much good stuff out there and we all know half of it will never get 

produced just because there's not enough money. Not enough players, not running in Denmark. No. 
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There's some, what's the closest one? Of course there's the one in, Berlin but there's Stuggard is a 

really big, it's a really big one where the talk, there's a lot more gaming, a lot more that, but they 

have some good stuff. They should think about going to one Annecy is very beautiful and it's, it's 

also a very nice market for the actual, you know, animation because everybody who ever buy the 

animation is there. Yeah. Everybody. But I'm just giving you a heads up. 

Francesco Turri: (53:35) 

I'll just ask you another question please, do you have any relationship with your final consumers, 

the audience or do you talk about these tasets with the distributors? 

Alexandra Cruz: (53:35) 

Well we do, we try, we're doing some focus groups specifically for some of our newer features. 

Because again, yeah, with kids or younger or the age range that we're looking for. Because also we 

don't want to be in a position where we think this is the way they talk. But that's not the way they 

talk. We just, you know, lingos and wordings, we might sound too old, you know, those type of 

people who are trying to be young, you know, we why so once you get the real life experience, 

well, I feedback from these teenagers. But then again, like I said, if we bring in this data - because 

now everything is with data- they like to know how many people watch this and then the buyers 

and the consumer or the distributors, they want to know what you've done here. But because 

Denmark is such a small country and Scandinavian itself is so unique that yes, they can take it, but 

it's also demographically different. You know, everything works here, but maybe does not work 

over there. You know, there was a film that premiered here in Denmark and I was watching it and 

I was like, Oh my God, there's naked animated people running around. Okay. And there's a Hitler 

there and then a nun there. Okay. And then I'm watching it, but I'm like, there has to be a second 

version, there's has to be an international version of this. But that's fine. But then I was talking to 

the person who wants to acquire for the US and he says, we're going to target it to older people. 

We're not going to target to young kids, it's for an older audience, even though the story is about 

this little kid. 

Francesco Turri: (55:55) 
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Where are you from by the way? 

Alexandra Cruz: (55:56) 

So I'm from the States, I'm from Los Angeles and with animation, it's really a whole different world 

because also the distributors, especially with films, they're really are conscious and they really are 

passionate about it. They want to really give good quality to the kids that they work with. And then, 

you know, in the US or the other film companies that I used to work for them, in my other company, 

it was more like specific genre horror films, they were just like, okay, I like that, cool, let's get it. 

They hadn't even watched the film. They don't care. Like I need to do a quarter, I need to buy films. 

Paolo Maria Sacco: (56:46) 

Ok great, thank you for having the time to talk to us. 

Alexandra Cruz:(56:47) 

My pleasure. 

 

Interview Anders Mastrup, producer – A Film 

Francesco Turri: (00:00) 

We are doing our master thesis with CBS and, as we told you in the email, it's about the movie 

industry, the Danish film industry and how it changed with the streaming era and digitalization. So 

we want to partner up with few companies, one, two, three, it depends. Now we are just starting 

and actually this is our very first interview. We are going to collect data from those two or three 

companies and then also from literature, research, market data and we will draw some conclusion 

and write the project. Then we will provide it to you. So what we would need is, if that's okay with 

you, just some conversations, some interviews, we will ask you some questions about some specific 

topics. And of course the future ones just depends on your availability. It's ok if you guys are not 

available other days, if you are it is better. 

 

Anders Mastrup: (01:13) 
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Perfect, let's hear the question. 

 

Paolo Sacco: (01:14) 

The very first one is about A. Film production. So we would like to hear from you some brief 

history, which were the main challenges, the production you're proudest of? Of course it's hard to 

tell all of that in a short time... 

 

Anders Mastrup: (01:34) 

We will have to squeeze something. It's very, very simple. I mean, just to start on a point, I come 

from a different background and I think most of the people who started in A. Film come from all 

different backgrounds. In the start of the eighties, they started on a big project here in Denmark 

called Valhalla. It was a big animated feature based on some comic strip by Peter Madsens, which 

was very popular. Then it came in kind of boxes because then DR, the broadcast, and some other 

private people and few companies invested in a 10 minutes kind of start of the film, which TV then 

had the right for. Then from there on they started to raise the financing for the rest of the films. So 

it was like a public story, a lot of mess, bankruptcies and stuff like that. So it had a high attention. 

It recruited a lot of people who worked on that film. In the end of the day it was finished and I was 

hired in the end to make it happen. So we were a bunch of guys who met each other in that 

production and that's the guys who later formed this company. A few years later we formed A. 

Film with me and four others, which were all, you will say, the directing animators on this Valhalla 

film. So that was the first thing and then we opened in 1988, which is pretty important for your 

study I think because, you will notice that started in 1988, started in 1988. The reason why it 

changed in 1988 was that until then we had a monopoly. We had only DR then. Then they opened 

TV2. TV2 was linked to legal things for which they had to outsource something like 70% or 75% 

or something like that of all their operations; what they needed to broadcast, it had to be outsourced, 

either bought or outsourced to private producers. But on top of that, it also liberalized the 

commercials. So for us it was, we could do, I mean, commercials. Since we had a country with no 

commercials, I mean we had it on a satellite but we're not to that extent, then it's very exciting. And 

the companies start investing in that time. It is much more than you do it nowadays because now 

it's on the internet and it's just done in a flash or something like that. But at that time it was, it was 
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really a pretty good business for us. So we had this bottom work, which was the commercials. That 

was from where we started up and then after the company that did Valhalla and a series called 

Quark. After that they went bankrupt at a certain point and none of us was there anymore. So all 

the people who was there... It was a big recruiting session in Copenhagen to bring them to Don 

Bluth studios in Ireland, it was an American that came from Disney. He's quite famous in our 

business; he came and he established a studio in Ireland because they gave him some state subsidies 

and some tax breaks. But he needed to recruit people for his productions who were used to draw in 

classic animation and there were not really that many people that did at the time because it was 

only Disney who did that kind of films. But we had done Valhalla, so a lot of Danes went over 

there and got further trained because he's the most pedantic guy in the world of classical animation. 

Then they asked us if we would help them on cleaning up or to some assistant work and we said 

no, people love to do animation. If we do the animation, we would do the other stuff as well. Then 

people started coming home, so they were losing their employees. Some of the good ones from 

Denmark and we picked them up and then we worked for them instead. So then suddenly we got 

credits on the big American films and then they got into financial problems. Then we went to LA 

and got new jobs from Fox or GM and stuff like that. So we built it up on commercials and this 

worked for big American feature films and that was pretty good. Then of course you get the 

ambition of doing something of yourself. Then we more or less started with doing feature films, 

which is Jungle, which is this guy up here. Which was the first feature film and that was a huge 

success. So I make this very sharp. Then due to that we achieved the partnership with Egmont; we 

founded in 1988 and this is 95, we extended the ownership, so we equally had 50%, they invested 

in the company, which gave us a free run for couple of years because, we didn't have to work too 

hard for getting to this point because we've just jumped. Which was pretty nice. So then we could 

invest in CGI and we started doing TV series as well. So now we had a short film that was 

nominated for an Academy award for short films. 

 

Francesco Turri: (07:01) 

Nice! 

 

Anders Mastrup: (07:01) 
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It was 20 years ago or something like that. But anyways, so, now we have gradually got in again, 

we do a little bit of TV, feature films. Some of them is work for hire and some is like, you know, 

along with some others. Most of the films we do are in coproduction either with Danish producers 

or with a chunk of foreign producers. Then in 2010 we left Nordisk Film and moved here and 

changed a bit on the company. So that's why it's called A. Film production, in order to separate 

some rights in 2010; so there's the old company that doesn't exist on a name, it just exists as a CVR 

number, our tax code. It then became another company. But then we took something out and we 

bought the shares of the original company. So now we have three of the original owners of 2010, 

we had a fourth with us, but he has left for the States. So yeah, it was a fast summary. 

 

Francesco Turri: (08:16) 

Yeah, it was great. I mean, it is a lot of years from 1988. 

 

Anders Mastrup: (08:23) 

I mean there's a lot of things that happened, but it's not really relevant. It was just to tell you where 

we came from and how it works. 

 

Francesco Turri: (08:30) 

Yeah, of course. The other general question is about your role and your job. What do you do every 

day, what are your operations? 

 

Anders Mastrup: (08:38) 

I forgot actually one thing in the 90s until 2010 we had also companies in other countries like 

Estonia, that one still exists. It's called A. Film Estonia, they made a management buyout in 2010 

and we just co-produced a film with them, which we are opening in two weeks in Estonia. Then 

we had one in Latvia and we also had one in Munich in Germany. But that's all finished now. We 

got rid of all of that. Which is pretty nice. Then we come back to what you said my role and my 

operations. It changed over time as you can imagine. When we used to be quite a lot, we had around 

one hundred employees at a certain point. Then you have, I mean, a separate finance and 
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management and all this kind of stuff. But now we are not that many. Basically we organized in 

2010 so it's more like a live action company now. 

 

Francesco Turri: (09:48) 

Okay. How many people are on a regular payroll? 

 

Anders Mastrup: (09:53) 

I think it'd be five or six. 

 

Francesco Turri: (09:54) 

Then for every project... 

 

Anders Mastrup: (09:56) 

Yeah. Some of them are hired just for one project. That's how it is. And we try to keep some of the 

talent very close. But before we had them all hired, because there was not that many people in the 

country who had the skills. So you needed to secure them in a different way. That's really hard 

when you get half a year where there's nothing to do and you have a 50 to 100 people on your pay 

list it is really a killer. So, so now we have fewer, okay. My role and a lot of other people's role is 

much more diversified. I mean, you need to have different skills to cover everything. So I basically 

take the CEO and the CFO role. I had a bookkeeper, but she's here on and off. I mean she has her 

own company, so we outsource as much as possible. When you phone us you get a reception but 

it's not here. So I cut everything off. Regarding our legal, we have a very meaningful legal person 

and business person. When we separated with Nordisk Film, they wanted her to stay there. So she 

stayed there for a while and then I couldn't afford to hire full time. So then I made a deal with one 

of the other animation companies. So we, we bought her out together and then we just split her. So 

we have done different tricks to keep this management staff very low. So I do all the administrative 

jobs. I prepare for the bookkeeping, all the accounts and stuff. Then I, I act as a producer or 

executive producer, but I can't be everywhere. So there are producers in most of the things. And 

then there's creative people who's taking care of it either writing or directing it, it depends on the 

steps. 
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Paolo Maria Sacco: (11:58) 

All right. Did you used to be more close to the production instead of managing other people. Did 

it change somehow? 

 

Anders Mastrup: (12:12) 

I mean, it doesn't change. I mean, the only thing that changes that you manage other people when 

you have a lot of people. I mean now we have so few, so when we do, for instance, a film, we 

might be filling up the whole apartment that's like 25 people or something like that. 

 

Francesco Turri: (12:30) 

Yeah. 

 

Anders Mastrup: (12:31) 

So I mean you know everybody and the smallest of the big room office, you can close the doors in 

between, but it's a very flat structure also, now we're starting up a new film, so there's only a few 

people, you know, sitting in the back chairs like that making the models and then making the 

designs and stuff. Then all the animators will come in a couple of months and then it'll be totally 

full and they communicate, you know, in the room. So for me it can be very annoying to be here. 

But I can close out all the doors where here we are sitting, but what else? I also started working 

home. Because for them the great thing is that they can immediately pass the information between 

each others instead of sitting and writing. So the way we produce here is actually that we don't use 

that many people. We use some people with which we have been working a lot like for 10 or 20 

years. We try all the time just to squeeze the budget because the thing is, you know, you can only 

raise a certain amount of money for Danish. You can make more, but you don't gain more in that. 

So what you need to achieve is to make something fantastic out of not so much. So a lot of these 

guys have are fantastic in cheating somehow or making things look better than they really are. Or 

programming plugins and stuff just to make the whole thing happen. And that, that, that's our aim 

is just to keep it on a similar price. Then we have a different level that's something like that one 

over there, which is, normally the European co-productions we do quite a lot of those where we 
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are minor. This is German. It's more or less the same people who were involved, but it's just 

different constellations. So we do different levels but they are much high on budget that they have 

budgets up to like seven and a half million Euro. So that's why it's made of chunks from various 

countries. So we then we only do a small part, maybe half of the animation or something like that 

some storyboarding. 

 

Paolo Maria Sacco: (15:10) 

Your budget is your own private budget or do you have some sort of help from the state? 

 

Anders Mastrup: (15:17) 

I mean nobody has a private budget in an European setting unless you have a very rich uncle. The 

thing is that, I mean, in Denmark... Yeah I don't know exactly from where you both come from. 

 

Paolo Maria Sacco: (15:32) 

Both from Italy. 

 

Anders Mastrup: (15:32) 

Okay because we are very small country, so we only have five and a half million people. So for us 

cultural support is the way in which we can have our own language films. I mean you will never 

be able to make your... I mean you will but it's very, very rare that you will be able to make a film 

on just strict commercial basis that would work in this country as a Danish film. So that's why they 

give you more or less a third or sometimes up to a half of the amount. They don't give you, because 

it's not allowed. So they give you a soft loan, which you then pay back if you make a lot of money. 

I mean, this Checkered Ninja, do you know that film? Which has been the most selling film since 

sometime in the 80s and we never tried that before, but with that one we paid all the subsidies back. 

 

Francesco Turri: (16:36) 

Okay. So in case you make more than... You pay back. If you don't, not. 

 

Anders Mastrup: (16:46) 
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Yes after five years they write it off. It's a way of getting around this that you don't do a direct 

subsidy. That's why you call it a soft loan you can say. That's how it works. Unfortunately, when 

you make money, you pay them back. 

 

Francesco Turri: (17:03) 

So yeah our next question is about, after you produce, or in this case, co-producer film, what 

happens afterwards with the distribution? So what are the main channels right now? 

 

Anders Mastrup: (17:17) 

But the thing is you don't start a film without having distribution. Yeah. So, I mean, there is one 

scheme called the new Danish screen where you promote new talents. So you don't need to have 

some cinema distribution company signing that they will do whatever to put it up in the cinemas. 

But, but all the rest has to have either cinema release or TV release or at best both. That's why you 

already start planning how you're going to do this and if you're planning it right you know at what 

stage of the production you need to have some sort of stills or poster, when the trailer has to be 

there when the teaser trailer has to be there and stuff like that. So that's scheduled and what kind 

of feelings it should have and stuff like that. So yeah. So that we do more or less now when this 

film is starting up; now we started with the first meetings on how to roll it out and we have to roll 

it out in fall 2021. 

 

Francesco Turri: (18:27) 

So yeah, it's about one year in advance. 

 

Anders Mastrup: (18:34) 

Yeah one year and a half. Because animation takes one half years to do from the start. When we 

have the green light then we already have the script and everything. Like live action it takes, three 

months. So they have a shorter time to do this. 

 

Francesco Turri: (18:55) 

So who are usually those distributors? 
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Anders Mastrup: (18:59) 

Normally we work with two different kinds of distributions, you work with a domestic distributor 

who covers the Nordic region like Denmark, Sweden, Norway, Finland, Iceland, nobody covers 

Iceland, so nobody sells Iceland, but I mean preferable just to cover them. Then you have an 

international sales agent who then sells to the rest of the world for you. If you have a co-production 

like this the German producer fixes the sales and the distribution in Germany and we fix it in 

Scandinavia. If the third one is from Luxembourg, they fix it in Luxembourg or Belgium or 

whatever. They have their area and then again, we have a sales agent for the rest of the world. 

 

Francesco Turri: (19:55) 

And then those agents, what do they do? Do they take care of the releasing both theaters and...? 

 

Anders Mastrup: (20:01) 

I mean a real distributor takes care of selling it to cinemas' owners also. I mean they of course 

choose which kind of films they want to show. Which one they think it is best for the business. So 

you have here in this country, I think every half year, even maybe three times a year, you have 

these cinema gatherings where the cinema owners are invited and then the different distributors 

show clips from the films and the directors are there maybe some of the actors and they are 

explaining what's going on and how it's going to be and use a trailer or clips from it and stuff like 

that. From that they choose which films they wanted to display or something like that. So that's 

actually where we sell in to the cinema owners. The national distributors they show the whole film 

or clips from it. They have boots in different film markets, all the big film markets like Cannes and 

stuff like that. That's where they sell to distributors who come from other countries. So they buy 

maybe for all the Russian republics or they buy it for the Middle East or they just buy it for one 

country like Turkey, I mean it depends a little bit when it's a big business. That's why you have all 

these film festivals. I mean it's always nice to win prices but I mean underneath there is a huge 

market all the time. 

 

Francesco Turri: (21:41) 
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So you can sell your own movies and also be there to show it to the others even if you don't win, 

so I guess you can just be there. 

 

Anders Mastrup: (21:48) 

Producers also go there just to meet other producers to sell their project or somebody trying to sell 

their property to them. 

 

Paolo Maria Sacco: (21:57) 

How does the negotiation occur between you production company with the distributors? 

 

Anders Mastrup: (22:08) 

We don't sell ourselves, I mean in that term we are business to business. We don't address directly 

the client. What some people do they have a small distribution company, if you go Copenhagen 

Bombay, they have their own and they put it out on their platforms. But normally you also need to 

have a critical mass before you have somebody who attends this. So if you're like us, we don't 

concentrate on that. We concentrate on finding the right people to sell it and the right people to 

distribute it. It's quite simple because, I mean, it's not that hard to distribute the film, but if you 

really want to have the bigger deals, you also need to have a bigger distribution company or sales 

company in Scandinavia. So business with this Checkered Ninja we do it with Nordisk. Which 

we've been part of it, so it's pretty simple for us and they have so many platforms and have 

relationships with so many platforms because they have such a big library so nobody can avoid 

them if want to be in this market in Scandinavia. So that means that you can actually be a part of a 

package, which is a much more beneficial for you as a producer, then maybe just go to a normal 

distributor and they will put it up in a traditional way. So on this Checkered Ninja, which is not a 

secret, normally we would sell the film to DR for instance on the first one and they paid a lot 

because they had subsidies from the state. But now that was removed with the new media fully, 

which was the last year, now I'm saying something political, but that's kind of a punishment of the 

public broadcasters around Europe. BBC right now. That's the next thing that's going to happen in 

England. It's already hidden in different other places in Europe and here they cut to DR the 20%, 

but they also took the film money from them and I think they actually didn't mind. TV2 also lost 
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it. So they went to the market as by law and they had to buy for market prices. But DR has never 

bought from market prices Danish film so they had a unrealistically low idea of what it costs. Then 

through Nordisk we did a different deal. So they were more or less hung up and then they lost. I 

mean they were one of the major pillars in the broadening of the knowledge of Danish films because 

you sold them on a public broadcast for which yeah, I mean you pay a fee every year, but it is free 

and now they lost some of the biggest films for the next couple of years for a private phone 

company. 

 

Francesco Turri: (25:25) 

So usually when you sell the rights, you sell the rights to them and they pay you a fixed amount? 

 

Anders Mastrup: (25:32) 

If I go to DR and then I sell it to them they can only exploit it in a certain way because if I sell it 

for free TV. You have it for a period of time, five years maybe, and then they can show it on the 

internet or in some platform as a rerun, maybe two times for a week after maybe on a different 

channel or something like that. But you have some limitations because, it is changed a little bit, but 

normally you had in the cinema, let's say the 1st of January, just to keep it simple, and then after 

six months after the cinema, because the cinema had had this window half a year. So after the six 

months then you could put it out on a DVD release or in the old days VHS or something like that 

and then you could actually also at the same time sell it to pay TV, so they had that window. Or 

video rental at that time that doesn't exist anymore. But other things and then public TV got it two 

years after the release and now everything is moving this way because there's much more product 

on the market. So it's very hard to just say hello one more time and after six months people have 

forgotten the movie. So we're trying to move everything so that you actually use most of your 

marketing money when you put it up in the cinema, if it is a film and then you actually take 

advantage of it because you come very close to the next window. The same goes with TV. That's 

also getting in that direction, the free TV. The cinema owners were fighting, you know, that they 

want to keep the window still to a certain point. If it goes too close, they're afraid that people won't 

see the film and just wait for the DVD. 
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Francesco Turri: (27:40) 

So related to that, nowadays that so many people watch movies through streaming platforms or 

online or with smart TV and DVDs are dying, did anything change for you, for your contract with 

the distributors? 

 

Anders Mastrup: (27:59) 

Not yet. I mean, but it will change. Because you would see the difference between the streaming 

services like Netflix and stuff like that is that they want to own the product. So the role of the 

producer is different and also for all the creatives, directors etcetera. That's a model that has not 

really found its final solution. So here in Denmark the creatives like the directors unions, you know, 

the script writers, the actors they have created a company called Create who wants to monopolize 

the intellectual rights of these people. The all idea of Netflix was like that they buy a producer and 

they have a project and then they do it and they fix all the rights. Because they buy our rights out 

and then the producer fixes all the different people that they get some lump sums for waiving the 

rights. Um, but now they want to have this model here that Netflix just goes to the producer and 

orders, let’s say, the physical production of the film. Then they deal with the creatives separately 

so they don't have the middle man, which is the producer. But that sounds pretty interesting. You 

can see from a creative point of view that's pretty nice. We have monopolized, you know, the value 

really in the chain. But the thing is just that then Netflix is in, so they're doing this in England, then 

they end up negotiating the two different partners, two different interests. 

Anders Mastrup: (30:01) 

So the traditional ways that the producers are one-stop shop, so they clear all the rights. So you 

only negotiate with one. And that's how it works today. But probably it might change to that thing 

in the future. And that means that the producer's role ends up in that: the production company and 

the producers like a work for hire. I think more than an entrepreneur. 

Francesco Turri: (31:30) 

And then Netflix takes care of like all the rights and they own it. 
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Anders Mastrup: (31.37) 

I mean, if this is a matter of where the ownership gets and of course how the chain, there is a full 

chain, but the thing is that they didn't take care of the whole thing and the matter is just whether 

it's going to last. 

Francesco Turri: (31:51) 

Yeah. So that's for A Film from when it went from DVD to the internet, nothing really changed? 

Like... 

Anders Mastrup: (31.59) 

This business changes all the time. So we came from paper and sales you painted on the back. I 

mean, then first you digitalize one thing, then you did the rest so we've been digitalized long before 

the rest of the business. We are more like office workers. We start at eight, nine o'clock in the 

morning and go home five, six. It has nothing to do with the way you normally anticipate film 

making because it's like you're shooting for six to eight weeks and you're more or less there 24/7 

and everything is chaotic and a lot of stuff hasn't been tried out before. So you bid on a project and 

you can go and you're not dependent on the weather. I mean there's a lot of things here that you 

can say are easier but also different. It's a different platform we come out to put, basically the world 

hasn't changed unless you see how the roles are between the different acting things like the IP 

owners and the producers and the broadcast or the distributor. I mean, one day, you know, Netflix 

makes their own films and put it on the internet. Then Cannes film festival says you cannot be 

competing anymore because you have to have a cinema release. You send suddenly under cinema 

market because they need to have the PR, which has to be nominated for an Academy award and 

blah blah blah. So they also somehow fall into the film world in order to be in the film world. Now 

they're beating for some years and they've been impeding somehow the traditional world, but now 

Disney has opened its own channel as well. I think what is the price in the States is about 12 dollars 

or something, 

Francesco Turri: (34:06) 
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Yeah but you can buy an account for eight also. 

Anders Mastrup: (34.08) 

They came up that price for seven. And that's, I mean, and they have a library, which is to probably 

one of the most interesting libraries seen from a mainstream point of view. So it's going to be a 

bloodbath. 

Francesco Turri: (34:27) 

So yeah. If this is the trend, something will happen in the future probably right there. 

Anders Mastrup: (34:31) 

I mean, I think if you go out and interview a lot of other producers because there's the big thing 

here when you look at the Netflix and others. That's in Denmark: we have this tradition for the last 

20 years to do this, a TV drama series which have won a lot of prices and stuff like that. So, it's 

totally booming in that instance because they are dead and now they have clients, Netflix and HBO 

or Viasat and they need to have their own content and TV drama. So they're talking about doing a 

different system to educate enough people to run this part of the business so that the producer and 

the production company would educate people on the way off instead of having in front of the 

schools and getting in because they're totally lacking. But that's what the channels funds on the 

internet are targeting. They're targeting TV drama in a big, big way here. And they're not into much 

like animated series and stuff like that. So and then Netflix made their own animation studio now 

also. So there's a big difference between where you are, because when you are here you're more or 

less in the children's department. Yeah, and children are not the most focus because Netflix can 

buy and a lot of stuff which has already been produced and we have a lot of things that we produce 

to like 2000 to 2010 lying on Netflix. I mean series and series. That's a different thing because 

Netflix is also the last resort of your property. You know, if you had something you did 15 years 

ago, you know you sell that for a period of time and then it comes back to you, then you can sell it 

to some minor stations for another period of time and then you can sell it to Netflix. Then it's just 

there. 
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Francesco Turri: (36:43) 

Okay. So you did that? 

Anders Mastrup: (36:45) 

Yeah, we did, what I'm saying is that it's not a big cash cow because you've used all the platforms 

and then suddenly Netflix come up and then it's just an addition. I hope this makes sense. 

Paolo Maria Sacco: (37:03) 

Yes, it does. It does. So do you think in the future there will be a sort of shift between distributors 

becoming some sort of producers? 

Anders Mastrup: (37:17) 

The whole thing is that right now the big battle, I think the big battle between a State who doesn't 

really understand digital world, where it's going. Because the State also owns two of the biggest 

broadcasters in this country and the biggest radio station. I mean they have had to find out whether 

it has to be entering the marketplace where the others are or not. And we're doing that on a linear 

channel. You put out linear channels directly as a digital channel on the net, not on a digital 

broadcast. That's what the DR did when they had close the DRK and DR3 and DR3 they put it on 

the internet, you can just have it on a computer. And then they made that different channel for DR2 

Plus, I think it's called. So they're moving there. But the newspapers, for instance, they hate them 

because they say that they're competing with all the news on the website. On their websites you 

can see the news from DR, on TV2, and that's competing with Berlingske and different big papers 

because they need to have money for the content. But the people had already paid because you pay 

a licensing fee every year. So I mean, the thing is you cannot get rid of paying for the public 

broadcasting because you only need a device like a phone. And then you are by law computer, then 

you, by law, if you have an aggregate that can say how to spend it, then you have to pay. Yeah. So, 

so that's the whole structure is changing because it's, I mean, nobody will accept if they are my age 

and up, we'll watch linear television in a couple of years from now. So they only have the very, 

very small kids. They still can have them because they are not come to the age where they get the 
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tablets from the parents yet. So there they are, they are depending on linear channels and now 

they're talking about dividing into two minor: then so it's like from one to three years old or then 

from four to six because that's where they have their origins and then they have them from 16 up. 

Yeah. And then all the rest, the smaller have left because of online and YouTube where that's where 

people will, the kids mostly Facebook even more now. 

Francesco Turri: (40:07) 

So you did start distributing movies as well. You can also buy single movies. 

Anders Mastrup: (40.13) 

it was a big thing and it's a big cause with, for the industry here how to make money out of 

YouTube. Yeah. I mean, because there's different ways to do it, but it just doesn't really make 

sense. 

Francesco Turri: (40:31) 

So, um, but your partners after this thing happening, did they change like, uh, the people that you 

outsource or like the people to it, you distribute to? 

Anders Mastrup: (40:43) 

Yeah but as I told you the second one of these Checkered Ninja, it changed because then suddenly 

there's a different platform who wants to elevate themselves to be the primary platform. So they 

made a minute deal in all big films, they go to produce or distribute within a certain period of time. 

They bought the rights to premier them on that channel. Okay. And then that means, you know, 

and that was actually what I said before, you know, the government and politicians removed some 

of the money from DR, that means that they couldn't buy the films, which made them the national 

prime channel. And now it's the national one, previously national phone company because it's just 

bought back and to fund some years ago. So who has YouSee and now it's usually the one that has 

all the rights. So it's changing, yes. But I mean for me it is not changing that much. I mean it's 

changing that model that Netflix and stuff like that almost the rise in how they buy it out. But, but 
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the thing is producing it and put it on the screen is, I mean, whether the screen is at the cinema or 

a computer, I mean it's just producing and signing it. Maybe with someone different. So, it's the 

financial structures are different you can say and changing but the core product is the same. Yeah. 

Paolo Maria Sacco: (42:18) 

So also your financial structure is changing? 

Anders Mastrup: (42:23) 

Our financial structure is changing because we don't depend so much.... The things are changing 

because the public broadcast is under attack from the definition that they are competing unfair with 

a private - you can say - challenge. That has nothing to do with the European law that has to do 

with the politics and the private channels. You know how hard time because they cause the money 

by law: you know there's a licensing fee that pays them, I mean there's not many businesses that 

can, every 1st of January, know exactly that they got 4 billion euros or something like that for the 

next year. Then most business has to do their own. So in that, that sense that they are privileged 

and that's has been an attack from the private channels and the newspapers. Yeah. And then there's 

also - politically - there's Folkeparti if you know what that is, it's kind of our populistic party here. 

They don't like this state channel. So they have done a lot to get it down, for ideological reasons. 

So and that, that's happening also in the rest of Europe: that's happening in Germany and in 

England. So their role was much bigger before this public broadcast, they will diminish. 

Francesco Turri: (44:25) 

So for you changes in the sense that maybe you have to do deals and contracts with someone else? 

Anders Mastrup: (44:31) 

Then what you'd normally do is, I mean, the thing is often in a political sense, the amount of money 

is the same. Whenever people want to have more money, you take them from somewhere else. I 

mean, I just don't get more, I mean the pie will be the same. So from my point of view, the money 

are changing from one place to another place and that's how politics works. Or this media law, 
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what they did was actually that, remember this, we had, I don't know how, how long have you two 

guys been in the country? 

Paolo Maria Sacco: (45:04) 

One year and a half 

Anders Mastrup: (45:05) 

Have you heard about radio 24 seven? 

Francesco Turri: (45:09) 

No. 

Anders Mastrup: (45:10) 

Okay. But there were this radio channels and then you have the community radio also for local 

radio and then, at a certain point, the politicians wanted to have a radio that was competing with a 

state monopoly. Okay, let's go 24 seven, the investors were two big: one newspaper and a big studio 

house and it's situated here in Copenhagen. And it became very popular and a lot of the people who 

were there were really strange and said strange things and was not that politically correct. And 

people loved it and got a huge success. And the parties said it cannot be in Copenhagen, it has to 

be in Jutland. Okay. Because everything's in Copenhagen. And then they wanted to move forward 

and go out. And uh, then they said, this is not possible so we won't do it. So if they gave it to 

somebody else, which is, uh, two newspapers working together, fine enough. And then they found 

out that actually the Danish populations thought it was a very stupid idea because they actually 

loved that channel. And it actually had a, you know, if there's like 9% in the top of Jutland that 

lives there, they had maybe 10 or 11% of them living there, the country. So the ratings were higher 

than the outskirts getting there. So they were really stratified over the whole country, so that there 

was nothing like, it was not that people in Jutland didn't listen to them or something that, so now 

suddenly they said, okay, then we make it different channels or so now it can be on dot. And then 

they lost that one. And the same goes with the film business is that, that they took some of the 
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money and they put them on Fyn for the local funders. And then they put it on a local fund that's 

in Jutland. So they took all these TV money and put them downstairs. So that means that we, for 

instance, start from our company and try and get some money here, since we're based in 

Copenhagen. We have to work for the funds and ask for them, and this is really genius because we 

are an animation company and there is no animation in Fyn. There's no animation whatsoever so 

that's really wise. Yeah. And then there's only Jutland and then, we need to go to Jutland or Fyn 

and get some money. So, so there's a lot of politics and it has nothing to do with being efficient in 

production or making the best film. It's just making sure that there's also made films in Jutland and 

Fyn. I mean, the country is smaller than a municipality on in China, you know, so it's, it's totally 

ridiculous. But that is kind of municipalities thinking that in this country today you can, you can in 

details, you know, plan things for business and move it around it. And I mean, when I think of the 

longest stretch that we had, 200 kilometres, it's not so far. But that's politics and it's not really if 

you look at that, it's not really thought into a digital world. Is it something that you need to have 

people working in Aarhus or people working in somewhere else? That's, that's the perspective. 

Paolo Maria Sacco: (48:43) 

But that has something to do with, the animation workshop on the Viborg Animation Festival, the 

animation workshop in Viborg. 

Anders Mastrup: (48:52) 

Yeah, the school in Viborg, which a very highly praised school. And we are very happy about it. 

But that is a success story of its own. You can say now this is a little bit problematic because the 

guy who started it and ran it got fired. But, but hopefully, that's, you know, they'll come another 

one and then that will work. But that has nothing to do with that regional thing. The thing is just 

the municipality has spent a lot of money and a lot of energy to have that school that is proud of it. 

And so they also put extra money into like Viborg animation festivals and stuff like that and they 

wanted to create; Viborg is a hub of animation in Denmark. At that takes them to what I guess, 

because one thing is to build up business along with the school, but when you live quite far away 

from everything... I mean, it's different than sitting here or in Aarhus - one of the biggest cities - 

and then Viborg. 
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Paolo Maria Sacco: (50:01) 

Makes sense. And um, you mentioned before that you make co-productions. How do you choose 

how to product with, or if you are chosen by somebody else? 

Anders Mastrup: (50:17) 

Most of the time, I mean, it's, I mean for various reasons, this business is based on knowing each 

other. I mean, it's a lot of networking and spent a lot of time just talking about our kids. Or 

something else. But, it's finding the chemistry and then that's the first point. And then you start 

talking about what do you really want to want to do, which kind of film projects we have. And then 

some new, I introduced to that network and some others viewed because they want to do something 

else. I don't know. But it's comfortable when you are in Animation is not as competitive as a live-

action. There's a lot more people in that action slot, a lot more staff in live-action because we don't, 

we call them red carpet. We normally would go with an animated character or some unknown. So 

there's a difference with your politician if you're going to walk the red ladder and be Nicole Kidman 

in Cannes or you know it's not the same. And that influences the way we are of course. So a sort 

of government production is mostly this, that's the cultural sphere for most people in the Northern 

Europe. It's easier for us. I mean, Italian films, I mean, I know quite a lot of Italian animation, 

animation companies and films, but it's different. It's a different way of telling a story. It's also kind 

of different. I mean, I never cope with further South than France. We tried with Spain, but we were 

told that we were not allowed to call between one and five cause they have lunch and then they're 

not just for us working, you know, in this country where you actually, at that time we all had 

children, so we had to, you know, to deliver our children like eight o'clock in the morning and pick 

them up four, five in the afternoon so we can't start working at five, we had to finish. So 

stereotypical, but it's true. We don't think this would work because I mean we used to work with 

the state, which in LA, which is nine hours different, that's what easy because then you're already 

home at six and then you can actually take the conversations between six and seven in the evening 

while you're cooking. 

Paolo Maria Sacco: (53:17) 
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Yeah. Okay. So it's more, um, personal relationship. 

Anders Mastrup: (53:24) 

Yeah. And also because it has to do with the storytelling and the culture. I mean it is the way of 

working. I've worked a lot with Spain for instance. I mean, but then, they worked for us on a film 

or they worked on the last one, some series. There's a lot of good artist in Spain. We spent all the 

time on different things. But that's when we control the thing. So we don't have any cultural clash 

because people know what a storyboard are and stuff like that. So there's very good artists and then 

France, that's something in between. But, but that works. France also changed and it used to be 

very much their own characters, but they also now work a bit, you know, with special career or in 

the States where they do kind of American characters because they can actually come with a lot of 

money. And of course their subsidies. Yeah, quite a lot of subsidies. So that made French barriers 

very attractive. And then Germany too because they have some really big broadcasters. You can 

come to the substantial part, especially when you live in a small country, but I mean mostly we 

work with Germany and that's pretty natural when we've just been the thing on top of them. This 

is our biggest market of course. So we do, we do productions for a German company called 

Killings, do all their series and that's just a job. And then we farm out some of it, which is like 

storyboarding in Spain and stuff like that. And then we do our home, which would come from 

Denmark, which we try to get somebody else to jump into it. Even also here. Where else would we 

go into Minakoba production with other countries like Finland, Luxembourg. 

Francesco Turri: (55:29) 

Yes, so well one last thing I didn't really understand. So sometimes it depends on who you are 

selling to, but sometimes you sell the rights as a package and then you get a fixed amount of money. 

But does it happen that you get like a percentage of the sales or something like that? 

Anders Mastrup: (55:46) 

I mean if it's our film, yeah. Together with somebody else doesn't really matter then normally there 

is a two-way deal. I am one party and I own the IP rights. You are one second. I want to give it to 
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the sales company. And still, we say to the SAS company, we are missing let's say 300,000 euros 

in our budget. So you have to give us 300,000 euros upfront as a minimum guarantee. Then you 

can get the sales rates. And then what they do is that they go out selling and you can get 300 euros 

during the production and then they've sold their thing. Maybe let's say this for 1 million Europe. 

So the first thing they do is that they take 30% or something like that on what they sell. Some take 

less. I mean but just for an example. So, so now you have 700,000 euros left, cause now they're 

taking their feet. Then there are some costs of market representation and blah, blah blah. So let's 

say another 50% just to be fast here. So now we're taking 350 out of 1 million, 650 left, and that 

was a 300 we've got as a minimum game three and then it's 350 left for us as producers to share. 

That's how it works. And it's a bit the same for the distribution for like Scandinavian countries, 

then you get a minimum guarantee for this because it's country. But the problem in Scandinavia is 

that you have to talk in different languages. So we have the dubbing costs and then you'll recoup 

that, and then there's a percentage of the revenues and costs. 

Francesco Turri: (57:34) 

Yeah. So this is the case you sell it to a distributor. So there is like the broker, the salesman, and 

then the distributor that buys it and then they can do whatever they want. Right? 

Anders Mastrup: (57:44) 

They can do whatever they want. Right. Those who supervise, let's say somebody buys it, but 

there's a lot of things they can do because they do have to trade people, right? You have to write 

the copyrights, blah blah blah. So, and then maybe you don't have the price to do anything around 

it. I mean like merchandising and stuff like that. That's also so, so there's a lot of limitations. And 

then they had persons, I used to sell 1 billion tickets in Turkey. Then the, when the gone to a certain 

point they had to pay a percentage. It's a success. But normally it's, you know, yeah. In a normal 

way that doesn't happen. 

Francesco Turri: (58:20) 
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So usually they buy for a fixed price and then they sell them as they want. In some cases, it goes 

after a lot of money. But usually, it's not for the single person that they sell to. Do you get a 

percentage? 

Anders Mastrup: (58:33) 

No, we just get a percentage of the sales price. So we sell it - unless we already had covered these 

empties and everything, so we can now be free - for 1 million. But Suddenly we sell for 100,000 

to China, for instance. And then they take the fee just to build a new one and they normally take a 

smaller fee when they have recouped all their outlet. Then it goes down, it goes from 30 to 15. It 

depends on how you negotiate. And then you get 80% as a producer let’s say. So yeah it goes down 

and then we have what we call a collection account. All the money goes to a special account and 

then they split it with the right owners etcetera. There is a lot of things that are regulated it’s just a 

matter of who does those things for you. 

  

 

 

 

 

 


	The thesis aims at understanding how a Danish film production company should modify its business model in order to adapt to a transforming environment. Technological innovation, combined with innovated business models of distribution companies, has ra...
	We conducted a case study on the company Nordisk Film A/S in order to understand how certain aspects of the business model of a movie production company should be adapted in order to successfully operate in the new environment. Theories on the Busines...
	We collected qualitative data through semi-structured interviews at Nordisk Film managers and producers; three managers of other Danish film production companies were also interviewed to support the data collected at Nordisk Film. Through the analysis...
	An opportunity offered by the new digital environment is that production companies now can improve their direct relationship with the audience. They can better communicate with them, adapt the content to satisfy a shift in tastes and sell directly to ...
	01 INTRODUCTION
	1.1 Background
	1.2 Problem Identification
	1.3 Problem Formulation
	1.4 Delimitations
	1.5 Choice of methods
	1.6 Choice of Theory
	1.7 Definitions
	1.8 Nordisk Film A/S
	1.9 Structure

	02 METHODOLOGY
	2.1 Research philosophy
	2.2 Research approach
	2.3 Research design
	2.4 Generalization
	2.5 Data collection
	2.6 Interviews
	2.7 The Interview Guide
	2.8 The managers interviewed
	2.9 Data Analysis

	03 THEORY
	3.1 Business Model
	3.2 Long Tail and industry environment
	3.3 Strategic innovation

	04 SITUATION
	4.1 Film industry: traits and trends
	4.2 Media Business Models and consumer behaviour
	4.3 Market Data

	05 ANALYSIS
	5.1 B2B Customers
	5.2 B2C Customers
	5.2.1 Audience Behaviour
	5.2.2 Content Strategy

	5.3 Cost structure and Revenue streams

	06 DISCUSSION
	6.1 Business Model
	6.1.1 Customers
	6.1.2 Relationship with customers
	6.1.3 Audience
	6.1.4 Cost and Revenues
	6.1.5 Model innovation

	6.2 Film industry and the Long Tail
	6.2.1 The Long Tail business
	6.2.2 Nordisk Film’s revenues in the long tail

	6.3 Strategic Innovation
	6.4 Managerial implications
	6.5 Limitations

	07 CONCLUSION
	7.1 Future challenges
	7.2 Further research

	Bibliography

