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Abstract: New age media platforms have for long been embraced in film
marketing activities as new means to reach an audience, build product
awareness and create audience anticipation. However, current research on
transmedia film marketing concerns mainly Hollywood film products destined
to a wide audience and orchestrated by colossal marketing firms. In this article,
all four new age media marketing activities represent low budget European
films that attempt to exploit the new opportunities offered in the new digital
environment. Our analysis reveals how in the case of independent film
marketing the use of transmedia activities builds new narratives that adds to the
story and communicate the key values of the film. However, in order to
establish a deeper interactive relationship between film directors, producers and
their niche audiences, a clear understanding of the targeted audience’s online
behavioural pattern should be considered in the marketing actions design and
implementation.
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1 Introduction

‘Film marketing’ is not an easy task, as the audience need to be convinced to
choose among a wealth of other activities to spend their limited and valuable time to
watch a film. It’s like “selling a political candidate”; there is a unique window of
opportunity open, in order to sell the film to as many film goers as possible [Cone,
(2008), pp.109-110]. Being a holistic process, it encompasses many different stages, as
the marketing process starts even before the film’s production, when the idea of it was
conceived in the mind of its creator [Mingant et al., (2015), p.2] and continues throughout
its life cycle (production, distribution and exhibition) [Kerrigan, (2010), pp.9-10].
However, it does not end with the film product reaching its target audience in the movie
theatres; it is extended in the film’s official websites, social media platforms, in the
audience’s discussions with their friends or even when the audience is searching for
another film by the same director or producer (p.10).

The emergence of new media platforms and communication channels has made a
tremendous impact on the way films are marketed. First and foremost, it has totally
transformed the way ‘film marketing’ strategies are built, from just focusing on the
repetition of the (film’s) brand to creating a narrative across different media channels
[Meehan cited in Proffitt et al., (2007), p.241] (see also pp.7-8). New age media channels
(social media platforms, websites, forums and video hosting services) offer, apart from
easy access, prospect for interaction and rapid expansion of information (Akdeniz, 2015)
and the potential for a more relevant and personal advertising message destined to a
specific target group (Berte et al., 2008). Especially in the case of art house films — like
the ones presented in this article — new media and technologies led to a rapid increase in
the production of independent films and the emergence of independent filmmakers,
mainly due to the opportunities created by new technological developments, such as,
high-quality and inexpensive filmmaking equipment, online distribution channels etc.
(Barnwell, 2019).
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While the majority of the literature focuses on new age media marketing schemes for
big blockbuster Hollywood films (Nucci, 2018; Hardy, 2010; Kitsopanidou, 2014;
Proffitt et al., 2007; Jenkins, 2006), such as, the ‘Matrix’, ‘Avatar’ or the ‘Harry Potter’
films, with major funds to spare on cross media promotion aiming at multi-platform
brand expansions, this article seeks to explore how low budget independent films can
equally exploit the possibilities offered by new age media platforms and services in
promoting themselves in the new digital era. To this purpose, four online marketing
strategies have been chosen from independent art house film productions. Our criteria
for their characterisation as ‘art house’ films are based [Zaichkowsky et al., (2009),
pp-213—4] on their limited financial resources, their European origin and spoken Greek
language (apart from the ‘The Lobster’). Furthermore those films have been classified by
film critics and the films festival circuit as belonging to a new current in contemporary
Greek cinema called ‘The Greek Weird Wave’ while their avant garde narrative and
visual aesthetics, has won dithyrambic reviews by both critics and the press and gained
extended recognition in film festivals [Sifaki et al., (2016), pp.176-182]. Given this
media exposure which created a buzz in film festivals, transmedia practices have been
incorporated into the marketing campaign adding to their avant garde aesthetics.

The main goal of this article is to showcase through the four films chosen to be
presented how social media platforms and services can be incorporated in the promotion
of the film, ranging from just reacting to a post or taking part in a contest to spreading
‘positive word-of-mouth’ and influencing online communities. In line with the case study
approach [Eisenhardt, (1989), p.542] our aim is to understand the emergent relationships
within the specific setting of independent art-house and digital marketing acts. Indeed,
previous work on digital marketing and social media highlights the need for future
research to focus more on the semantic analysis of social media and user generated
content [Kannan and Li, (2017), p.28]. Our data source rely on qualitative elements and
information of social interaction from an Instagram contest, Facebook and Twitter
material and posts for these films, quiz games, etc. While our analysis focusses on the
design and characteristics of these marketing acts, we seek to uncover how the digital
environment reacted in relation to the outcomes of the specific marketing actions.

Even though the data collected do not reveal a great audience participation and
interaction — these films dared to break through the clutter of traditional advertising
strategies through ingenious online marketing interactive practices and explore the
potentials offered by new age media platforms and services in an effort to overcome the
obstacle aroused by the lack of funds. They also illustrate a form of immersive
engagement which accounts for an emotional and intellectual deepening of the
connection with the product. Therefore, apart from the standard media practices followed
by all the films — such as the creation of an official film Facebook page or an official film
website — the films ‘Chevalier’ (Tsangari, 2015), ‘The Lobster’ (Lanthimos, 2015), “The
Eternal Return of Antonis Paraskevas’ (Psykou, 2013) and ‘Attenberg’ (Tsangari, 2010)
attempted to build audience engagement via internet-based photo-sharing applications
(‘Instagram’), social networking services (‘Facebook’ and ‘Twitter’) and video-sharing
websites (‘YouTube’). Understanding the digital environment in terms of audience
engagement and relating to the outcomes of marketing actions could have an impact for
future design and implementation of film marketing strategies.
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2 Transmedia practices in film marketing

New age social media platforms and services have born new ways of media marketing,
known as ‘transmedia’ and ‘viral marketing’. What differentiates them from other
traditional marketing tools is the emphasis placed on the audience’s active role in the
films’ marketing process, in a more or less conscious way, and the opportunity offered
for socialisation, interaction and ‘word-of-mouth’ stimulation. Through the use of social
media networking, a more interactive relationship between the producer of a film and the
audience-user can be established, as the latter can now actively participate in the film’s
funding, production (affecting in this way the final product) and promotion [Kerrigan,
(2010), p.193].

‘Transmedia marketing’ aims to create an interactive narrative across different social
media platforms alongside with the stimulation of audience participation, with a view to
adding value to the overall ‘film marketing’ strategy. The first step is to create a story and
then to ‘scatter’ its ‘pieces’ (information about characters, backstories, the plot) in
different social media platforms, inviting the target audience to reconstruct it and usually
be rewarded for doing so [Du Plessis, 2018; Bourdaa, (2014), p.19]. This new kind of
marketing differs from a traditional marketing strategy as it takes it one step further, from
just developing one story to developing a ‘multimodal narrative world’ in a variety of
media and languages [Scolari, (2009), p.589]. Each medium engaged into a ‘transmedia
marketing’ strategy can act both independently and in interplay with other media
contributing to the narrative as a whole [Kafoury, (2013), p.5]. That means that the target
audience can enjoy each marketing entry independently, whether they have prior
experience with the film or not (Jenkins, 2003).

The benefits from a ‘transmedia’ marketing strategy can be enormous, not only for
the audience, but also for the producer. From one standpoint, the audience is able to
engage into the storytelling’s creation and evolution and hence, acquire a better and fuller
understanding of it (Zeiser, 2015). From another standpoint, the producer can access via a
variety of social media platforms different audience segments [Yang and Zisiadis, (2014),
p-4] by taking advantage the interactive features that each platform has to offer.
Furthermore, ‘transmedia marketing’ is conducive to a film’s branding strategy.
Transmedia branding storytelling aims first at creating “a symbolic universe endowed
with meaning”, that is, a fictional universe that conveys the values of the film advertised
and then, make the audience embrace those values and be enamoured with the film
[Scolari, 2008, as quoted in Scolari, (2009), p.599]. Therefore, even before a film is
launched in the screens its qualities and unique characteristics that according to its
marketers make it stand out from the rest, are presented to the audience with a view to
creating a degree of familiarity with the film and its values before it even comes out in
the big screen [Bourdaa, (2014), p.19]. In this way, the audience becomes familiar with
basic elements of the film, such as the characters or the plot, even before the film is
launched in the big screen and a certain degree of anticipation is created (‘augmented
storytelling’). In fact, Frank Rose went even further by taking the emphasis from the
process of ‘transmedia’ that is developing a narrative across different media platforms
and placed it on its goal, the immersion of the audience into the storytelling which he
defines as ‘deep media’ (cited in Bourdaa, 2012).

New social media platforms have, also, fostered an alternative way of ‘film
marketing’, known as viral marketing. This new kind of marketing strategy acts on the
base of exponential expansion via the interpersonal communication fostered by the new
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social media platforms (Akdeniz, 2015). Information expands and becomes available to
multiple audiences in a matter of a few minutes in an inexpensive and effortless way by
appointing to the readers the role of the marketer. In order for a ‘viral marketing’ strategy
to be successful, according to Wilson (2012) it needs six fundamental elements —
giveaways, effortless transfer of information, going from small to large, motives,
networks, exploitation of other resources — based on which the viral effect of the four
social media practices that are going to follow will be evaluated.

As presented so far, new age media marketing strategies place the emphasis on the
prospect of interaction offered to the audience via online platforms, websites and
services, which can be viewed as an extension of ‘word-of-mouth’ communication
[Mangold and Faulds, (2009), p.359] orchestrated by the producers in order to promote
their films [Mingant et al., (2015), p.2]. Even though ‘word-of-mouth’ is highly unlikely
to be controlled by marketers [Kerrigan, (2004), p.37], let alone to be measured in
numbers, its influential power on the social media user can be, however, evaluated
through the comments on the film’s official Facebook page and ‘likes’, the official
website’s visitation hits or even the ‘views’ and ‘shares’ of the online YouTube video-
sharing website. Nonetheless, it cannot be deduced that the augmentation of the volume
of ‘positive word-of-mouth’ or the visitation hits in social media platforms can certainly
mean an increase in ticket sales, even though they can be connected with increased flow
of information and interest stimulation about the film (Godes and Dina, 2004).

Especially in the framework of the films marketing schemes examined in this article,
‘positive word-of-mouth’ is an important factor of influence, as niche audiences tend to
be highly affected by it for two reasons. The first one to be addressed is liability. Art
audiences are influenced by positive word-of-mouth from their social media inner
communication circle, as they consider it to be a liable source of recommendation [Liu,
(2006), p.74; Allsop et al., (2007), p.398]. The other reason is ‘accessibility’, which is an
important key feature of social media platforms, making them an essential and
inexpensive viral marketing tool. The audience has now the chance not only to seek and
find information regarding a film, such as the actors’ biographies, film reviews,
audience’s commentaries, but also to act upon it by expressing their opinion on social
media platforms creating positive or negative ‘word-of-mouth’, through their mobile
phones, tablets or personal computers before, after or even while they are watching the
film in the movie theatre (Galanou, 2012). What is more, it should be taken into
consideration that art house audiences- —unlike commercial ones — have a more
intellectual attitude towards films and a different social behaviour towards art [Austin in
Zaichkowsky, (2009), p.213). They consider their experience with art house films not an
entertaining one, but one that suits their artistic and cultural values [Touw, (2011), p.22]
Therefore, a social media marketing strategy designed for an art house audience that
aspires to achieve the maximum of ‘positive word-of-mouth’ diffusion should first of all,
understand their socio-cultural value system, then convince them that they can be
benefited by their experience with the film (see p.19 as well) and finally, motivate them
to share their opinion with their online social circle.

Nevertheless, before using ‘positive word-of-mouth’ as a marketing tool one
should consider some key principles and limitations, such as the fact that not all social
networks and individuals have the same influence, hence, the marketing strategy needs to
be destined for certain social platforms and specific target-groups and that ‘positive
word-of-mouth’ can only happen in a specific environment under certain conditions,
which can as well change rapidly [Allsop et al., (2007), pp.399—405].
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3 Four cases of marketing art house films via new age media platforms
and services

The marketing campaigns of the films ‘Chevalier’ (Tsangari, 2015), ‘The Lobster’
(Lanthimos, 2015), ‘The Eternal Return of Antonis Paraskevas’; (Psykou, 2013) and
“Attenberg” (Athina Rachel Tsangari, 2010) — as stated earlier — apart from the standard
online marketing practices, such as the creation of an official website or an official
Facebook page with information relative to the films’ premier dates, attempt to take
advantage of the potential offered via social media platforms for interactive participation
and rapid expansion of information in order to develop their audience. What is more, it is
strikingly interesting that two of them (‘Chevalier’ and ‘Attenberg’) take it one step
further and incorporate traditional marketing mediums, such as print advertising, into a
social media promoting scheme, in order to seize the benefits from both new age and
more mainstream marketing tools. In the next pages, our analysis will focus on the design
and characteristics of these marketing acts in relation to audience development and
engagement.

3.1 Instagram contest: Chevalier

On the 19th of November 2015, the online newspaper LIFO launches a contest
regarding the film Chevalier (Chevalier’s Heroes are the Best. What about you?, 2015).
The film is about six men on a fishing trip that decide to play a game which can only end
when the ‘best’ player is announced (LIFO Team, 2015). The readers are invited to
post photographs of themselves pretending to be one of the film’s leading characters
on the suggested Instagram page by using the tag #Bestingeneral
(https://www.instagram.com/explore/tags/bestingeneral/) and  #kaliterosgenikotera
(https://www.instagram.com/explore/tags/kaliterosgenikotera/). As an incentive for
participating in the contest, presents relative to the film — a poster and an invitation to a
private film screening — are offered.

There is first and foremost an obvious connection with the film’s plot, as the audience
is invited to take part in a somewhat similar ‘game’ to that of the film. The high level of
interaction makes them feel like being a member of the cast. The first step that a
contest-participant must take is to familiarise with the main characters of the film and
select one of them to impersonate. There is a story being told in each and every poster
depicting one of the leading actors. A narrative is created through mental stimulations
with the audience not only empathising with the film’s characters through narrative
transportation, but also imagining the film’s plot [van Laer, (2019), p.136] leading to a
higher degree of engagement (Ra et al., 2018) and a stronger persuasive effect of the
marketing strategy [Escalas, (2004), p.45].

Each one of the six Greek film posters created for this marketing strategy introducing
a different character is comprised of a photograph of one of the protagonists as a visual
message and a verbal message describing the personality of the character that is depicted
in the photo. The same description accompanies each poster cited in the article with a
Facebook and a Twitter tag in order for the readers to share the photos and information
about the contest with their online social circle:
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Figure 1

Images of posters (see online version for colours)
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At this point, the embracement of a traditional marketing tool — the poster — in a new age
media marketing strategy attracts the attention. Despite being a static marketing medium,
the poster’s marketing value is undeniable due to its sheer commitment to its advertising
objective(s), “It exists solely to display an advertising message. It has a single, specific
purpose.” (Parry, 2011). Film posters are designed and destined to communicate the
essence of the film- its gender, its plot and all its unique elements — in order to ‘sell’ it as
a ‘must see’ product and position it correctly in the mind of the reader, so that his
expectations are met when he actually sees it [Kerrigan, (2010), p.129]. Furthermore,
their unique ability to penetrate into audiences’ daily routine, placed in strategic
locations, such as in metro and railway stations, makes them an ideal marketing tool for
audience development [Sifaki and Papadopoulou, (2015), p.476].

However, in this case, it is strikingly interesting that the poster’s marketing journey is
extended beyond the audience’s offline activities, claiming its place in their everyday
online social routine. The media user can either see the poster offline and be directed to
the Instagram contest, or see the poster online for the first time in the newspaper article or
the film’s Instagram page. No matter where the first encounter takes place it makes little
difference since the outcome is always the same; the poster has claimed a strong presence
in the audience’s online and offline daily routine acting as a constant reminder and hence,
empowering its persuasive dynamic. The user can hopefully be encouraged to seek more
information about the film and why not, participate in an interactive game. The poster is
afresh appointed a new marketing role, exceeding the boundaries of a static marketing
medium, as it can now be incorporated into a new social media marketing practice.

After ‘getting to know’ the film characters, Instagram users are encouraged to take a
selfie in order for them to take part in the contest and eventually be rewarded. The use of
selfies and snapshots is not an uncommon marketing practice, especially in branding
campaigns. They can add value to a product not only because of displaying a high degree
of authenticity and truth, but also by demonstrating how the product can be incorporated
in our lifestyle (Iqani and Schroeder, 2016). The characteristics and values of the product,
in our case the film, are transferred from the screen to the audience’s daily online life.
Selfies have to do much about how one see himself or how he aspires to be seen by
others. By embodying one of the characters of the film, the values and traits of this
character and the whole systemic value of the film finds its way into the audience’s
online daily communication. The selfies are uploaded and shared alongside with bits of
information about the film, reaching different audience segments.

Finally, one cannot help but comment upon the marketer’s effort to offer participation
incentives, such as, the prizes for the winner and the variety of film stars and film
characters for the social media users to choose from, in order to maximise audience
engagement. Furthermore, due to the different educational and professional background
of the six film stars a variety of fan communities can be targeted (Sakis Rouvas is a
famous pop star singer with a huge teenage and female fan club, whilst Makis
Papadimitriou is a well know comedian actor and Vaggelis Mourikis is an actor that has
starred in many drama art house films productions). In fact, the engagement of fan
communities can be also characterised as an excellent idea of ‘crowdsourcing’. The
marketers are enabled to reach audience segments that would be otherwise impossible for
them to do so and appoint to the fan community, due to lack of funding, the role of the
film’s marketer [Kafoury, (2013), pp.25-26]. All the perquisites (Howe, 2009) do exist
for a perfect example of a fan community ‘crowdsourcing’, even if it can only be
assumed that it was not intentionally orchestrated as such. The equipment needed is



Exploring film marketing in the new age digital era 11

available to all the users (a webcam or a mobile cam), there is online space for them to
host their self-portraits, there are constant posts on the Instagram page about the
premieres and the actors in order to promote the film and finally, the intention is to gather
a great deal of information in one ‘place’ in order to attract users attention and spread
information regarding the film.

Nonetheless, despite the prizes offered as participation incentives and the already
existing fan community comprised of the actors’ personal fan clubs and Athina Rachel
Tsangari’s previous films, only one photo was uploaded on the film’s Instagram page.
What is even more interesting though, is the fact that the article received 1,434 Facebook
and Twitter shares (last accessed 2018 May 23), which means that there was indeed
interest from the audience not only to be informed about the film and the contest, but
also, to spread this information to their online social circle, but there was no interest in
taking part in the contest, whatsoever.

3.2 In search of the missing leading character: The Eternal Return of Antonis
Paraskevas

On the 19th of December 2013, an interactive Facebook (https://www.facebook.com/
AntonisParaskevas.TV) and Twitter (https:/twitter.com/ReturnAntonisP?ref src=
twsrc%5SEtfw) promotion scheme for the film ‘The Eternal Return of Antonis
Paraskevas’ is launched. Social media users are invited to ‘find’ the missing leading
character of the film, Antonis Paraskevas, a famous TV presenter, who stages his own
kidnapping in order to revive his career and bring himself once again to the limelight
(Dalton, 2013). The leading actor of the film (Christos Stergioglou) brings Paraskevas
into real life and an online social media ‘search’ for the missing TV presenter
commences, with online articles, interactive social media games and YouTube video
uploads. The fact that the whole social media marketing campaign revolves around the
film’s leading actor-character is not surprising though, as it is a common practice in
independent film productions. Mainly due to lack of funds but also, due to the ‘character-
driven’ storyline of this kind of films, actors are often recruited to help boost the film’s
publicity [Erickson, (2008), p.139].

The audience can enter the story from five different online ‘gates’, all of which are
not only interconnected to each other, but also, lead to the very same YouTube video.
The first entry points are Antonis’ ‘own’ Facebook (https://www.facebook.com/
AntonisParaskevas.TV/) and Twitter page (https://twitter.com/returnantonisp), via which
the character becomes ‘a real person’. In fact, Antonis’ Facebook page includes personal
information about him in order to support the ‘truthfulness’ of his existence, such as, date
of birth, personal interests, posts about his personal life and magazine covers. The
character becomes alive through social media platforms; he is a famous persona that
almost everyone has all heard, seen or read about in tabloids at some point. There is a
link on both the Facebook and the Twitter page, through which the audience can be
directed to a posted YouTube video launched on 19" December 2013, featuring a news
bulletin about Antonis’ disappearance, just a month before the film’s official Greek
premier (23 January 2013) (The News Bulletin About Antonis Paraskevas’
Disappearance, https://www.youtube.com/watch?v=RgZ5EaULDUI&feature=youtu.be).

On the very exact date with the YouTube video’s launch, the ‘news’ about Antonis’
disappearance ‘hit the headlines’ in two online articles, one in the online magazine ‘Flix’
(http:/flix.gr/news/ektakth-eidhsh-eksafanisthke-o-antonhs-paraskeyas.html) and the
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other in the online newspaper ‘in.gr’ (http://news.in.gr/perierga/article/?aid=
1231282130), both of which include a link to the same YouTube video and to ‘Antonis’
Facebook and Twitter page. Finally, the last — obvious to be mentioned — entry point is
the YouTube platform, from where the audience can watch the video, interact with it,
embed it and then, share it with their online social circle via eleven different social media
platforms (Facebook, LiveJournal, BKROHTAKTE, Onnoknaccuuku, Googlet, Blogger,
Twitter, reddit, Tumblr and Pinterest).

The video has a 44-minute-duration and it is supposed to be an abstract from a news
bulletin featuring the breaking news of Antonis’ disappearance and his last TV
appearance on his show. The campaign is designed in such a way that no matter from
which entry point the audience will access the story, they will still end up seeing the
YouTube video, as YouTube content is destined to be spread (Usher, 2010) and it can
help the ‘news’ become viral.

Figure 2 Graphic showing points of entry to the contest and how they are connected
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YOU TUBE
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After the upload of the first YouTube video the ‘search’ continues and the suspense is
intensified with a barrage of videos uploaded on his Facebook page (until January the
8th) with links directing users to view them on YouTube, featuring famous Greek
personas, such as actors, TV presenters, singers, film critics, politicians, talking about
Paraskevas and his disappearance as if it were real. The number and frequency that the
videos are uploaded alongside with key bits of information revealed about the film are
intensified as the film’s premier date approaches, which is actually a quite common
practice in ‘transmedia’ marketing storytelling [Kafoury, (2013), p.30] in order to add
fuel to the audience’s anticipation for the official premier. When, at last Paraskevas
makes himself appear again, a video is anew posted on both Facebook and Twitter with a
direct link to a YouTube trailer, featuring Paraskevas talking about his reappearance and
inviting the audience to the official film premier on the 23rd of January. This can be of
course acknowledged as the first official trailer of the film, since after watching
Paraskevas talking, the video ends with the film’s title, the date of the premier
and the name of the producer (Antonis Paraskevas Announces his Return,
https://www.youtube.com/watch?v=0bSIMbhp6g0&feature=youtu.be). =~ Once  again,
following the previous pattern, new videos of Greek personas are uploaded talking about
his return.
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Contrary to what one would expect, this marketing act does not stop with Antonis’
reappearance. A new interactive game between him and the social media users is
launched. Four videos are posted on his Facebook page with four — related to the film’s
title — words, ‘eternal’, ‘return’, ‘Antonis’, ‘Paraskevas’. The actor provides each word as
a stimulus for the audience to produce word associations. Sadly, the audience response is
minimum, as no word-associations are posted under each video. The only interaction that
appears to have taken place is some ‘likes’ varying from a minimum of 18 to a maximum
of 29 (last accessed 26 April 2018).

Upon making our final remark, a legitimate inquiring results us to wonder whether
this new age media marketing strategy has the perquisites to be considered as a
‘transmedia’ storytelling, according to Jenkins (2007), or it is simply a case of cross-
platform marketing. The focal point of the story is actually the character himself and his
personal agony to return once again to the spotlight. The narrative key bits have been
scattered mainly across three different media platforms, Facebook, Twitter and YouTube.
The users are appointed a specific task (role), that of finding the ‘missing’ character and
in doing so, the fictional story is transferred in the audience’s everyday life. The intention
of interacting with the audience does exist. The users can embed and share the YouTube
video with their online friends or take part in the words- game. However, there is still a
long distance to be covered in order for this strategy to be acknowledged as ‘transmedia’
marketing. To begin with, each of the three mediums does not contribute evenly with
different key bits of information in order for a fictional universe to be completed, but the
exact same video is uploaded in all of the platforms. Furthermore, the information
provided to the audience is just handed to the audience, with no actual intention to draw
them into any kind of interaction among them, apart from ‘spreading the word’. They are
invited to search for the missing character but it is indeed a ‘fake’ invitation. There is not
any kind of game or searching. They don’t contribute in any way to the creation of the
world; they do not engage themselves into any kind of interaction. Perhaps this is why the
audience’s response was so disappointing with only few Facebook ‘likes’ ranging from
22 to 44 ‘likes’ and merely three ‘likes’ and two ‘dislikes on the YouTube platform
trailer (last accessed 26 April 2018).

3.3 Internet quiz game: The Lobster

In “The Lobster’ official website the audience is invited to answer ten personal questions
in order to ‘discover’ the animal they will be transformed into, in case they fail to fall in
love (http://thelobster-movie.com/). There is an obvious connection with the film’s plot,
in which the leading characters are forced to stay in ‘The Hotel’ due to having no life
partner in order to either fall in love or be transformed into an animal of their choice in
case they fail to do so (The Lobster, 2015). After having completed the questionnaire the
user ends up with three animal choices, having to choose only one of them. He can then
download or share the outcome of the questionnaire with his online friends by posting it
on his personal Facebook or Twitter page, or be directed to the official Facebook and
Twitter film’s page, where there is also a link back to ‘The Lobster’ official website. That
means that the test taker can enter the story from three different points, the official
website, the official Facebook page and the official Twitter page and still end up filling
the questionnaire.
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Figure 3  Graphic of the ‘Lobsters’ entry points
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A main distinction from the previous marketing strategies is that this one seems to be
destined to an international audience given that it is also an English speaking film. The
‘Lobster’ questionnaire is solely subjected to social interaction in order for it to fulfil its
marketing purpose. Based on the principal “If it doesn’t spread, it’s dead”, its circulation
and distribution rests upon the audience. According to Henry Jenkins, the purpose is to
‘make it their own’ and spread it to their inner social circle (Usher, 2010). With the title
‘The website that determines your second chance animal’ and the quote:

“If you fail to fall in love (or stay in love) with another person, you’ll be given
a second chance as an animal. You will need to choose your second chance
animal carefully. The following test will help determine what options are best
for you (best on your personality, psychology, and defining characteristic),”

the journey begins. The words ‘second chance’, ‘choose’, ‘test’ have been chosen to be
cited in bold, conveying the purpose of the questionnaire if one reads it independently
from the rest of the quote. The questionnaire is comprised of ten questions.

As already mentioned, after completing the questionnaire, the user is faced up with
three animal options, from which he has to choose only one to be transformed into, in
case he does not find his true match. There is a warning though, “Please choose carefully.
This decision is final”.

The first observation to be made is that the audience are not only able to spread
information relative to the film provided by the producer, but they can also embrace it,
create new information — even though their freedom of choice is limited, since they end
up only among three animal options — and share it across other media platforms with their
online social circle. Once again (as in Chevalier) the audience gets acquainted with the
film’s fictional space and puts himself in the shoes of the characters. They are immersed
into the plot, facing both personal and fictional dilemmas. Furthermore, they cannot only
share this experience with other social media users, but also indulge them into taking part
in the online quiz.
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Figure 4 Lobster’s questionnaire

1 Housecats should not kill birds.

o Agree o Neutral o Disagree
2 I prefer to dance with someone, alone or I don’t dance.

o With someone o Alone o I don’t dance
3 Bad eyes or bad legs.

4 Small room with large windows and a view or large room with small windows and no
view.

5  Weall die alone.
True False
6  Sexual preference.
Male Female
7  What is the longest you have been in a relationship?
o 6 months or less o 1-3 years 0 4 years or more

8  There is a runaway train barrelling down the tracks. Ahead, there are 17 anonymous people
locked in a bus, stuck on the tracks. They are unable to escape and the train is headed
straight for them. You are standing some distance off in the yard, next to a lever. If you
pull this lever, the train will switch to a different track avoiding the collision. However,
you notice that a member of your family is tied up on the other track. What do you do?

o Nothing o Pull the lever

9  What do you see? (A sketch is provided with the indication: “one word please”. The test
taker has to write what he think the sketch is)

10 Did you answer the question truthfully?
o Yes o No

Apart from the high degree of expected interaction analysed in the previous paragraph,
the emotional stimulation that this marketing act is based upon can also lead to its
becoming viral (Dobele et al., 2007). On a first level, the questionnaire can be viewed as
a clear showcase of ‘emotional branding’, in the way that Marc Cobe attempted to define
it, by acknowledging the marketing value of emotions in a marketing strategy, which can
lead to raising audience awareness and to an increase in sales through the emotional
empathy with a product [cited in Ulrike, (2002), p.25]. On a second level, apart from the
personal identification of the audience with emotions, such as fear and love, the luring
value of this marketing scheme is reinforced by the need of the audience after a strong
emotional experience to share it with their social circle. The stronger the intensity of the
emotion they have experienced is, the more likely it is for that emotion to be wanted to be
shared repeatedly and with multiple recipients [Rime, (2007), p.308]. In this case,
emotionally charged words or phrases such as, ‘kill” or “‘we all die alone’ alongside with
strong personal dilemmas, like the one in question number 8, can certainly enable the
facilitation of interaction among social media users. Undoubtedly, the questionnaire can
evoke high degree of anticipation to the test taker, since it is destined to diagnose the
personality traits that he shares with the very same animal that he will be transformed
into in case he fails to fall in love. It actually ‘warns’ the test taker that this decision is
‘final’ and once it is made it cannot be undone. In fact, the anticipation becomes more
intense when the user shares the outcome with his online friends and awaits to see
whether they have the same result or not.
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Nonetheless, at this point one cannot help but note that prior experience with the film
is required in order for someone to fully comprehend the core of the quiz. Is this
promotional strategy destined to appeal only to the audience that has already seen or at
least heard about the film? Partly, yes. They need to have some knowledge in order to
understand both the purpose and its outcome, as each and every question is closely
related to the film’s plot. In any case, it wouldn’t be an overstatement for someone to say
that the audience would never have bothered to search for the film’s website and discover
this quiz, if they had not previously seen or at least heard about the film. Therefore, it can
be deduced that the purpose of the quiz is to solely encourage interaction with the
audience that is already familiar with the film in such a way that will boost its
promotional speed and magnitude.

3.4 Attenberg on the Streets: Attenberg

Through the film’s official Facebook page the audience is invited to photograph and
post the Attenberg print advertisements he encounters in his everyday life
(http://www.facebook.com/attenberg/). With the tag ‘Attenberg on the Streets’ an
interactive promotional scheme is launched encompassing traditional and new media
marketing practices. Once more the dynamic of print advertising, such as the poster,
meets new age social media. Users from different countries respond by posting photos of
print advertisements placed in metro stations, on the streets and in magazines. It is a
chance for print advertising to re-establish its one way relationship with the receiver —
‘viewer’ of the advertising message and be incorporated into a marketing strategy that
envisages less controlled, more truthful and more engaging marketing practices
acknowledging the possibilities offered in a new digital era [Deighton and Kornfeld,
(2007), p.2]. The reader can now become a marketer; the door to enter this new age
media storytelling can be found anywhere, on condition that he has access to an
electronic device.

The first observation to be made is that this strategy is based on the fact that social
media users are drawn by the urge to form online social groups with common interests
and values [Mangold and Faulds, (2009), p.361]. In the case examined, an online
community is attempted to be formed according to the parameters, rules and restrictions
set by the ‘sender’, in order for him to define in a very specific way its target audience.
This strategy appeals to an international niche audience on the grounds that the language
that is used to communicate is the English language and the film itself has had an
international appeal in film festivals around the world (Sifaki et al., 2016). Furthermore,
it is destined for an audience, who presumably has an interest in photography and more
traditional communication mediums, but who also chooses to engage into some kind of
social media interactivity. In order to secure a loyal fan base, the producers aim at
creating a virtual group with members that are likely to share information about the
contest and the film. In that way, the film’s reputation is spread through the relationship
established among social media users with shared interests that are more than willing to
upload and share their contest-photos or engage into relevant to the contest conversations
[Paliszkiewicz and Koohang, (2016), p.56].

In this case — opposed to the ‘Chevalier’ promotional act, where social media users
were given the opportunity to be immersed into the fictional world of the film — the
audience is invited to capture how the film via print advertising has become a part of their
daily realm. The ‘Attenberg’ posters (see images below) are designed in such a way as to



Exploring film marketing in the new age digital era 17

transfer the attributes of the film, such as, the emphasis placed on sexual awakening, the
realm of senses and the body itself [Nikolaidou and Poupou, (2017), p.94] in a more
intellectual concept (Hoeij, 2010). They can be emotionally engaged with the film’s
attributes in such a degree that they become part of their reality. However, in order for the
marketers to overcome the obstacle of the one way relationship aroused by traditional
advertising mediums and establish a new, two-way communication with their audience,
they give them the opportunity to stage their own ‘digital poster’ in only one condition; to
include in them one print advertising material of the film. The poster is afresh given
another role, it becomes the springboard to the creation of a brand new image, which
captures a moment of the users’ lives; the moment they encounter ‘Attenberg’. The
audience’s opinion matters. Their feedback is important to the people that designed this
marketing strategy and to other online like-minded social groups.

Unfortunately, once again this promotional scheme is met with poor participation,
since only five photos were posted on the film’s official Facebook page (see Figure 5).
The reason can presumably be found in the fact that this kind of use of the social media —
especially Facebook — is not usually met in marketing film products, but it has for long
been put down to practice by major cultural organisations, in order for them to broaden
their audience and establish a more interactive relationship with it (Gonzalez, 2017).
Social media platforms and services can be used both ways, prior to the audience’s
experience with the cultural product or after. In the first case, the goal is simply to create
an audience before the big day (Giridharadas, 2014), when the cultural product is
introduced for the first time to the audience. In the latter case, a feedback is encouraged
in order for the audience to share their overall impression with their online circle.
However, even though a museum’s audience and experience is much different than that
of a film’s, the reason for the disappointing participation in this promotional act, should
not be sought there. It rests upon timing. When the audience is encouraged to take photos
of their experience in a museum, it is usually done while they are still there, whether they
are wandering around an exhibition or right after they have seen it, but hopefully still
being at the premises, so that any kind of emotions and excitement is shared while they
are still “fresh’. In fact, there are available apps that help cultural institutions “create a
visual story” combining the exhibits on the display and the visitors experience in order
for a strong bond to be created between the institution and the audience based on their
active involvement in the museums activities. However, in our case, the audience was
asked to take photos long after they have seen the film, or even worse, before having seen
the film at all with no incentives offered, whatsoever. In the first case, since no incentives
were offered, it is highly unlikely that someone would have taken the time to engage into
interaction, since a substantial amount of time would have passed from the moment that
he had seen the film; therefore, any emotions experienced would have probably faded
away. In the latter case, engaging an audience into interaction before having seen the
film, would have probably needed the existence of a loyal fan base of the director or the
actors, which unfortunately does not apply to our case since ‘Attenberg’ was the first film
that Tsangari had written and directed herself and the actors were not particular popular
at the time.
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Figure 5 Photographs participating in Attenberg’s Facebook contest (see online version
for colours)

Photograph 1. On the Athens Metro, Greece Photograph 2. On the Streets of Sweden
(Karseras, 2011) (Etten, 2011)

Photograph 3. On the streets of Karlovy Photograph 4. At the IFC Center, New York
(David Barker, 2011)
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4 Discussion

Today, digital media platforms have empowered individuals and peripheral groups to
challenge social structures, power balances and prominent institutions (Kyprianos et al.,
2019). When Henry Jenkins talked about media ‘convergence’ he intended to define and
acknowledge the genesis of a new era, where the emergence of new social media
platforms fosters not only the rapid flow of information, but also the ‘migratory
behaviour’ of social media users seeking to explore new ways to entertain themselves
[Jenkins, (2006), p.2]. New media platforms and services have taken media participation
a step further, from the controlled interaction among media-users to the active
participation in a film’s production, distribution (p.133) and promotion.

Following the semantic analysis of four new age digital marketing acts of art-house
European films destined to appeal to a niche art-house audience, in a sense that their
market share was already somewhat ‘restricted’, our effort to evaluate their outcome is
not an easy task. The success of new age media marketing does not lie in numbers, but in
the sentiment and the interactive relationship achieved between the producer and the
targeted audience [Brown, (2012), p.14]. Nevertheless, an attempt will be made to
evaluate their appeal based on the documented interaction of social media users,
including data such as, ‘likes’ and photo uploads (see below) and their design and
implementation in reference to the specific characteristics of an art house audience.
Special insight will also be given to the way that more traditional and static advertising
mediums, such as the poster, can be incorporated into new age media marketing
strategies.

The first observation to be noted is the fact that all four marketing acts examined
were designed with a view to convey the essence and the values of the film. Its high
artistic and avant-garde features together with the attributes of its main characters were
bestowed to pass on to the audience. The intention was to encourage the audience’s
identification and emotional engagement with the films’ characters, main values and
personal dramas in order for the films to find their way into the audience’s realm.
Characters ‘become alive’ through the interactive ‘Chevalier’ contest and the
‘disappearance’ of Antonis Paraskevas; values and emotions, such as the agony for
eternal love and fear of loneliness, are transferred from the film to the audience’s realm
when taking the test in ‘The Lobster’ questionnaire; and lastly, an open invitation is
handed down to any Facebook user that wishes to capture in a ‘photo’ how that avant
garde aesthetics and the intense sexuality of ‘Attenberg’ has found its place in his daily
routine.

Nevertheless, it seems that despite the intensity of the emotions entangled in the
strategies and the opportunity for the social media users to share their personal emotional
experiences with their online friends, these marketing actions failed to adequately indulge
them into any kind of interaction or ‘positive word-of-mouth’ diffusion. In fact, as
presented below, it is even more interesting that the social media platforms employed in
these marketing campaigns had thousands of visitations, but there is no documented
interaction whatsoever.
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Figure 6 Data regarding social media response and interaction

SOCIAL MEDIA RESPONSE AND INTERACTION:
Chevalier Instagram Contest:

e 1 photo upload on the Instagram.

e 1,453 Facebook and Twitter shares of the online article.
The Lobster: We were not able to collect any data.
The Eternal Return of Antonis Paraskevas:

e 22 Facebook “likes” on the post about Antonis disappearance and 44 Facebook “likes”
on the post about his reappearance.

e 18-29 Facebook “likes” on the teaser-trailers of the online word game.
e 2,102 users follow Antonis’ personal Facebook page.
e 131 users follow Antonis’ personal Twitter page.

e 8,447 views and 3 “likes” of the breaking news about his disappearance on the
YouTube platform.

Attenberg:

e 5 photo uploads on the Facebook page.

e 5,410 users follow Atenberg’s official Facebook page.
(Data were last updated on the 26 April 2018)

More specifically, their design and implementation was clearly based on the audience’s
personal identification with the films’ characters, values and dramas. They were given the
chance to experience the feelings of loneliness, agony and love in ‘The Lobster’
questionnaire, the anguish for social recognition in the ‘Chevalier’ Instagram contest, the
struggle to remain in the centre of attention caused by feelings of vanity and insecurity
while ‘searching’ for ‘Antonis Paraskevas’ and the emotional drama of two young girls
entering adulthood when they were asked to photograph ‘Attenberg’ in the streets.
Taking into account the intensity of these feelings and the fact that the audience could
have experienced such emotions at some point in their lives, one cannot help but wonder
how and why the targeted audiences remained untouched and consequently, indifferent to
engage into any kind of interaction. To begin with, one possible explanation would be
that — according to research (Dobele et al., 2007) — emotions alone are not adequate
enough to boost the vitality of a new age marketing campaign, unless they manage to
intrigue, in some way, the recipient’s interest or they are ‘cleverly targeted’. Therefore,
even though, for instance, ‘The Lobster’ campaign carried a strong emotional burden
linked to the film’s ethical dilemmas, its message was not considered worthy enough to
be spread since it did not manage to attract the target audience’s interest in a very
memorable way. To put it simply, it was not ‘catchy’ enough for this specific target
group, which reveals that no effort was made to define the specific characteristics of this
particular niche audience so as to ensure the spreadability of the marketing message; and
this is exactly the second reason to be addressed.

Naturally, in low budget independent films lack of funds is a hurdle in the whole life
product circle, let alone in the marketing process. However, it is, in fact, this very same
reason that makes it even more vital for small productions to undertake some kind of
market research in order to build more interactive and deep relationships with the
audience in order to have a better understanding of the targeted audience, and especially
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what motivates them to take part in a contest or what stimulates positive word-of-mouth;
What are the social and individual values that spur this particular audience to think that
they will gain some kind of benefit through interacting with the brand/sender? [Bilro
et al., (2018), p.17]. Such knowledge can be obtained by collecting qualitative data from
digital environments (such as, social media interaction or tags and posts in social media
platforms), which can act as useful means to understand audience’s behaviour, measure
the effectiveness of current marketing strategies [Kannan and Li, (2017), p.38] and
develop future ones. Therefore, a clear definition and understanding of the target
audience is the key to a successful allocation of the available scanty funds and the
creation of a final film product that is destined to appeal to a ‘compatible target audience’
(Tlott, 1996).

When designing and implementing a marketing strategy for a niche audience certain
qualities should be taken into consideration, whether it is an offline or an online strategy.
First of all, research has shown that art house audiences are more likely to be influenced
by critics’ opinion when choosing a film rather than a personal recommendation by their
social circle [Austin, cited in Zaichkowsky et al., (2009), p.215]. Therefore, any kind of
new age media strategy that relies upon social media interaction is possibly from the start
doomed to fail, if based upon the audience to produce and spread word-of-mouth that will
affect this kind of online community. What is more, again when having to do with a niche
audience, marketers should take into account that such audiences are more likely to be
influenced by elements such as, ‘high quality’ or even the name and previous work of the
film’s producer or director (p.215). What is strikingly interesting is that even though such
elements were more than highlightened in the overall marketing strategy of the films,
including posters, YouTube trailers, press kits etc. (Sifaki et al., 2016), they were — to our
surprise — ignored in the examined digital marketing strategies. Last but not least, there
could have been a better exploitation of the potentials offered by social media platforms
and services for a better understanding of the targeted audience. Research has shown that
there is a connection between ticket sales and new age media platforms and services, as
far as art house audiences are concerned [Symeou et al., (2015), pp.740, 748]. Therefore,
platforms, such as the YouTube, can be used in low budget independent productions as
an inexpensive means of market research (though posted comments, likes and dislikes)
and a useful tool to raise audience’s awareness. In that way, they can lead to a better box
office performance or at least to a much better estimation of it.

A last observation to be made is the employment of traditional advertising mediums,
such as the poster, in two of the four marketing strategies explored in the article. The first
one is the ‘Chevalier Instagram Contest’, in which posters of the film are incorporated in
an online article in order for the audience to familiarise themselves with the film’s plot
and characters and act upon it through social media. In that way, the clear and
strategically targeted message of the advertising poster is able to overcome the barriers of
a static advertising medium and empower its luring and persuasive effect by exploiting
all the potentials offered in the new digital era. In the case of the ‘Attenberg on the
Streets” marketing act though, not only the poster but all kinds of print advertising
mediums were taken advantage of, as social media users were invited to upload print
advertisements wherever and whenever they encountered them and in doing so they
would have the opportunity to show how their reality affects the way they ‘see’ the
advertising message, in other words, how the ‘Attenberg’ ‘fits into’ their realm, not the
other way round. When one look at them, he notices not only the print advertising
materials of the film, but also the user’s living environment, his own reality; a building
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that the user may encounter every day on his way to work a or a metro station, where one
lingers on a daily basis. In that way, each social media user was given the chance to
become not only a ‘marketer’ — by uploading the advertisement and sharing it with his
online circle- but also an ‘artist’. He was able to create a new visual image offering his
own viewpoint on how the ‘Attenberg’ has found its place in his surroundings in an
offline, ‘real’ world. However, even with the synergy of both traditional and new age
advertising media, these two particular marketing campaigns did not eventually work out
to engage participation. Another possible reason for this deficiency can lie in the
fragmented design and implementation of the whole marketing campaign by different
producers and distributors for each country that the films were screened (Sifaki et al.,
2016). Perhaps in the case of an international art house audience a more holistic and
cohesive approach would have been more appropriate.

In retrospect, one can conclude that in the case of low budget art house film
productions new age media platforms and services can be proven a useful and
inexpensive tool for rapid expansion of information relatively to the film via positive
word-of-mouth and social media interaction. However, from our research it has become
more than clear that for any kind of interactivity to occur, as far as a niche audience is
concerned, perquisites such participation incentives, fan culture development and
audience research are more than necessary. In all of the four cases examined one can
certainly acknowledge the producer’s effort not only to encompass into these practices
the essence, the aesthetics and the whole systemic value of the film but also, the intention
to make the audience a part of their fictional world — or maybe one should better say their
‘reality’. In doing so, ingenious online marketing practices were designed and
implemented, in which new age and traditional media advertising mediums meet,
advertising practices become a part of a social media strategy and social media users
‘“find their way into’ a film through interactive participation. Nevertheless, these efforts
weren’t adequate enough to attract audience’s attention and encourage interaction. Their
poor participation rests upon their failure to have a complete image of their audience and
encompass specific characteristics of viral marketing.
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