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A MULTIFACETED MULTI-METHODOLOGICAL EXAMINATION OF THE 

GLOBAL MOVIE INDUSTRY 

 

DISSERTATION OVERVIEW 

Introduction 

This dissertation explores the movie industry during an era of unprecedented 

globalization.  The movie industry has been dominated by the United States (U.S.) for 

nearly a century and this looks likely to continue for some time to come.  In fact, the 

exportation of movies and other audiovisual products now represents the U.S.’s leading 

export.  This domination has triggered concerns from the European Union, as well as 

other countries, who believe that movies possess inherent social values which serve the 

good of society and that too much foreign influence can have a negative impact on their 

national psyches.  However, behind these social concerns lie business and political 

concerns. 

This dissertation delves into some of the issues surrounding global movie 

consumption.  Propositions regarding the production and consumption of movies in the 

global market are tested in a cross-cultural setting.  The dissertation analyzes the movie 

industry from multiple angles, drawing from multiple disciplines and multiple 

methodological paradigms.  Literature review and secondary data are first used to 

document the evolution of the movie industry and to provide the conceptual framework 

for the dissertation.  Survey research and experiments are then used to assess the impact 

of various factors on the consumption of and reaction to foreign versus local cultural 

products.  At each stage of this process, implications for public policy and the 

management of cultural products are discussed.   
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The dissertation is comprised of five papers.  The format of each paper differs 

slightly depending on the publication outlet’s requirements. 

Paper 1: A Look at the Movie Industry 

This first paper reviews the extant literature to provide the reader with an 

understanding as to how the movie industry has developed and to discuss the underlying 

economic and cultural issues surrounding the movie industry.  The purpose of this paper 

is to provide an appreciation for the remainder of the dissertation, which tackles movie 

industry issues with empirical data.  As such, it lays the foundation of the analyses of the 

subsequent papers. 

The paper discusses the importance of cultural industries in relation to national 

culture and the concerns surrounding the dominance of U.S. cultural products on the 

world market.  A brief historical overview of the movie industry is provided.  The most 

relevant components of economic globalization and the cultural industries are reviewed 

and the ensuing impact on the international movie industry is discussed.  The factors that 

have led to the current U.S. dominance of the global movie market are presented, 

including historical factors, government support and policies, marketing and distribution, 

as well as consumer demographics and preferences.  Therefore, a key premise of this 

paper is that the cultural argument is not the only argument as business and political 

motivations often shape the production and affect the global consumption of movies.  

Concerns over the effects of foreign movies on local cultures are articulated to motivate 

the subsequent papers.   

Paper 2: A Movie Industry Market Share Model 

The second paper investigates the factors that can best serve countries attempting 

to compete against the U.S. in the movie market.  Data from the European Audiovisual 
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Observatory are used to develop and test a model of the factors that affect domestic and 

U.S. movie market shares.  Overall, the model proposes that the market share of U.S. 

movies in a specific market is negatively related to population size, because of the 

population size’s effect on the production and public financing of domestic movies which 

in turn enhance the number of domestic films released, thereby increasing the domestic 

market share at the expense of the U.S..  Model testing supports these propositions, and 

also suggests that the control of distribution channels is paramount to accessing a broader 

audience.  Recommendations for such strategies are discussed.  

Of particular significance is the implication that the U.S.’s dominance of the 

global movie industry is not unchallengeable and that those competing against U.S. 

productions need not assume a defeatist attitude nor focus solely on national defense 

strategies.  Instead, local studios should strive to develop an international offensive 

business strategy and should consider shifting public financing from producing movies to 

promoting movies internationally.  An additional conclusion from this research is the 

potential of alternate distribution systems to sell audiovisual goods directly to consumers.  

Some small independent European film makers are already jointly working towards 

developing a business model to allow them to distribute their productions on demand via 

the internet.  Such business models have been acknowledged as a formidable challenge to 

the traditional Hollywood movie model and could result in major share loss for the major 

U.S. studios. 

Paper 3: A Cross-Sectional Survey of Movie Consumption in the United States  

The third paper aims to assess the relationship between ethnocentrism and global 

openness and U.S. moviegoer consumption choices, particularly of foreign movies.  

Global openness reflects a willingness to interact with foreign people and cultures, 
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including culturally based products.  Ethnocentrism is a psychosocial construct depicting 

the proclivity for individuals to view their own group as superior and to reject people 

who are culturally dissimilar.  The extant research suggests that ethnocentrism should be 

positively related to consumption of domestic movies whereas global openness should be 

positively related to consumption of and desire for watching foreign movies.  Survey data 

collected from a sample of U.S. moviegoers were used to test these propositions and 

gather qualitative insights from open-ended responses regarding the meaning of movies 

for U.S. consumers. 

The study confirmed that few young American moviegoers watch foreign movies 

but also indicated that most expressed a degree of interest in them.  Access and exposure 

to foreign film information emerged as the most significant limiting factors.  The finding 

that U.S. moviegoers rely heavily on contact points to both obtain information about 

movies and decide to view them suggests that foreign studios should embrace a more 

aggressive business model if they truly want to compete with American movies for U.S. 

market share.  Increased marketing efforts would lead to increased consumer awareness 

of foreign productions, and in turn increased demand and greater exhibition 

opportunities.   

Paper 4: An Empirical Investigation of the Relationship Between Anti-Americanism and 
American Movie Consumption in France 

Negative sentiment towards the U.S., or anti-Americanism, is prevalent in today’s 

world.  This paper addresses its effects on consumer behavior.  Given the domination of 

U.S. products in movie markets worldwide and the important role of movies in the 

preservation and promotion of local cultures, the research focuses specifically on the 

relationship between anti-American sentiment and American movie consumption.  Cross-
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sectional survey data of movie consumption collected in France during the political and 

diplomatic row over the Iraq war support the proposition that animosity toward the U.S. 

significantly affects American movie consumption.  Implications for global U.S. 

businesses are addressed. 

The implications of this research extend beyond business and consumer research 

into the realm of society and cultural identity.  In particular, the finding that those who 

expressed strong anti-American feelings still watched approximately half of their movies 

from the U.S. suggests that American movies are now part of the normal, accepted movie 

scene and that non-U.S. audiences may disconnect their feelings toward the U.S. and 

their experiences of American movies.  In fact, it seems that American popular culture 

has become an inseparable part of Europe’s cultural repertoire and self identity.  The 

ongoing concerns regarding the impact of imported, especially American, movies on 

local cultures is and will continue to be an important issue in cultural, media, and 

business studies in Europe.   

Paper 5: Explicit and Implicit Catalysts of Consumer Resistance: The Effects of 
Animosity, Cultural Salience and Country-of-Origin on Subsequent Choice 

This paper identifies conditions that activate animosity feelings and in turn affect 

global consumers’ choices.  Three experiments conducted in two countries test the effects 

of a movie’s country-of-origin and consumers’ levels of animosity on subsequent movie 

choices.  Two catalysts of animosity are explored: an explicit scenario and an implicit 

cultural salience prompt.  Cultural resistance emerges in the form of increased preference 

for domestic movies when animosity is activated and consumers are exposed to related 

country-of-origin information about a first movie.  A similar pattern of cultural resistance 
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appears when, instead of consciously activating animosity, cultural identity is made 

salient. 

Collectively, these three studies show that resistance processes are articulated 

differently depending on the local context.  When exposure to movies from other cultures 

is limited, as in the U.S., exposure to foreign movies or low animosity conditions trigger 

interest in foreign movies even though one does not necessarily perceive differences in 

evaluations of or likely involvement with the movies.  In contrast, the finding that 

resistance to U.S. movies in France was only activated in conditions where the U.S. 

culture was made salient and the respondents were exposed to a U.S. film suggests that 

anti-American feelings exist latently but do not surface unless triggered by U.S. prompts. 

Despite extensive media coverage on the supposed tensions between France and the U.S., 

resistance was only expressed when animosity was stimulated (explicitly or implicitly) 

and when the U.S. origin of a movie was emphasized.   

Overall Implications and Future Research 

This dissertation addresses several significant issues affecting the global movie 

industry.  Collectively, the findings generated from a multi-methodological approach 

(i.e., historical method, modeling, survey research and experiments) have uncovered 

some of the key factors affecting the global production and consumption of movies.  The 

dominant presence of U.S. movies across markets is a serious challenge to foreign 

competition; however, the challenge presented is not insurmountable.  To this end, this 

dissertation has provided some insights and suggestions for how to best move towards 

equitable trade.  Of course, much remains to be addressed in future research: how to use 

modern technology to circumvent the stranglehold that U.S. studios currently have on 
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movie distribution channels; how non-U.S. movie studios can better understand and 

motivate American moviegoers to watch foreign movies; how to better market and 

distribute foreign movie productions to American consumers; how to overcome 

American moviegoers’ avoidance of subtitles and voiceovers; and even how to reconcile 

the rise of anti-American feelings in the world and the ever growing popularity of 

Hollywood productions.   

Concerns relating to the dominance of American movies, and correspondingly 

American culture, over the global cultural landscape are unlikely to subside.  A recent 

declaration by French President Jacques Chirac to launch a new cultural offensive against 

the domination of American cultural products validates the ever-growing need for 

innovative research to continue to tackle these important issues in an increasingly 

globalized world.  Future research efforts should strive to enhance the understanding of 

the interplay between moviegoer behavior and movie industry mechanisms (e.g., 

marketing, distribution channels, co-productions, etc.).  Such efforts would allow 

researchers to better discern to what degree market share distributions are a function of 

actual consumer preferences or a function of market mechanisms which might limit 

consumer choice.  Additionally, other methodological approaches, such as longitudinal 

designs or ethnographic research could provide further insights on whether and how 

exposure to foreign cultural products changes local cultural practices.  To date, the 

arguments surrounding this debate have been speculative and anecdotal at best; solid 

research findings tackling this question would be of great interest to many and could truly 

alter the debate surrounding the international trade of cultural products, especially 

audiovisual products.  
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A LOOK AT THE MOVIE INDUSTRY 

 
 

ABSTRACT 

Factors that have led to the United States’ (U.S.) domination of the global movie 

market span the historical, political, and societal spheres. This paper reviews the 

development of the movie industry and introduces the factors contributing to the U.S.’s 

position as market leader.  An overview of globalization is presented and its effects on 

cultural industries are articulated, with a specific focus on the international movie 

industry.   
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A LOOK AT THE MOVIE INDUSTRY 
 
 

"The selfish spirit of commerce... knows no country, 
and feels no passion or principle but that of gain." 

 
Thomas Jefferson, Former U.S. President, 1809 
(Lipscomb and Bergh 1907) 
 

INTRODUCTION 

This paper reviews the extant literature to provide an understanding as to how the 

movie industry has developed and explores how the United States (U.S.) has led this 

development.  Following an overview of globalization and its impact on cultural 

industries, with a specific focus on the international movie industry, the factors that have 

contributed to U.S. movies dominating the world’s market are reviewed.  The main goal 

of this paper is to provide an appreciation for the remainder of the dissertation, which 

tackles relevant movie industry issues with empirical data. 

The movie industry is but one facet of the cultural industries, which include, but 

are not limited to, television, music, art and literature.  Movies were the first cultural 

artifact to serve a mass global audience (Herman and McChesney 1997).  They are 

considered a core component of the cultural industries given their ability to influence 

human behavior through the conveyance of information, values, and ideas while also 

arousing emotions within the viewer (Hofstede 2003).  Audiovisual1 products are the 

most effective and far reaching means of transferring information, ideologies, behavioral 

norms and other socially relevant information throughout the world which in turn can 

serve as a catalyst for change within a society (Roach 2001; Lull 1995).   

                                                 
1 The term audiovisual is often used as there are connotations for not only movies, but also for television 
and music productions. 
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Many have lamented the lack of empirical research into business models of the 

movie industry (Canterberry and Marvasti 2001; Ulff-Møller 2001), marketing research 

of cultural products (Finn, McFadyen and Hoskins 1994) and in the general knowledge 

surrounding the impact of imported movies, in addition to music and television programs, 

on the sustainability and development of local cultures (Hesmondhalgh 2002; Norden and 

Wolfson 1986).  This is most likely due to the difficulties that surround scientifically 

testing internationally oriented theories (Murphy and Tooze 1991).  Furthermore, modern 

audiovisual research has primarily focused on the television industry due to its ability to 

reach a larger audience base given its accessibility.  Therefore, there remains much to be 

assayed regarding the effects of movies on society given their narrative formats are 

theatrically different from television programs.   

AN OVERVIEW OF GLOBALIZATION 

A review of the current globalization literature, which is in abundance, offers no 

definitive answer as to what globalization is (Steger 2002).  This is not surprising given 

the fragmentation of the subject into many sub-izations associated with globalization – 

most notably economic globalization; but there are other equally important aspects such 

as environmental, political, military, and cultural.  There exists a plethora of postulations 

as to the magnitude and effects of globalization, but few are supported by scientific 

evidence (Guillén 2001).  As a result, a truly comprehensive understanding of 

globalization, its various complex dimensions and its consequences does not exist (Steger 

2002, Gilpin 2002; Held, McGrew, Goldblatt, and Perraton 1999).  Of concern here is 

economic and cultural globalization.  The former is comprised of legal frameworks, trade 

agreements and trade organizations that promote the flow of goods and services across 
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international borders (Eichengreen and Kenen 1994) and have a substantial amount of 

influence on trade policies at both the international and state levels (Biersteker 1992).  

The latter deals with the essence of humanity: culture and values.   

The International Monetary Fund (IMF), one of the paramount organizations 

behind economic globalization, defines globalization as “the rapid integration of 

economies worldwide through trade, financial flows, technology spillovers, information 

networks and cross-cultural currents” (IMF 1997, p. 3).  Modern globalization is fueled 

by capitalistic ideology whereby the world’s aggregate wealth is increased and an 

egalitarian society is achieved through unabated trade (Gill 1995; Steger 2002).  

Capitalism as we know it today has manifested from the Anglo-American “culture of 

possessive individualism and consumerism” (van Elteren 2003, p. 179) which is 

purposely disseminated through audiovisual products (Gill 1995).  This aspect of U.S. 

culture has permeated international corporate (van Elteren 2003) and political (Weiss 

1998) cultures alike as other countries seek to join the global business arena in pursuit of 

economic prosperity. 

Although there are many differing and often contrary outlooks of globalization 

(Guillén 2001), some scholars contend that commercial globalization, especially of 

audiovisual products, serves to promote internationally accepted values which in turn 

would result in a more peaceful world through the emergence of a global “culture of 

multiculturalism” (Suárez-Orozco 2000, p. 12; McGrew 2003; Fukuyama 1989).  To this 

end, it can be argued that American culture, regardless of its shortcomings, may serve as 

the adhesive which binds all other cultures and thereby stabilizes the world, although in a 

hegemonic fashion (Cox 1996).  Nevertheless, there is concern that the domination of 
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global media will result in the demise of social stability as cultures which are unwillingly 

bombarded with other cultural products will develop disdain towards the source country, 

resulting in some measure of conflict (Barber 1992).  Although an exhaustive review of 

such perspectives and corresponding outlooks is beyond the scope and purpose of this 

paper, Figure 1 provides a first, albeit limited, glimpse at the diversity of opinion 

surrounding the globalization debate.   

One thing is certain about economic globalization, it is not an inexorable process, 

but rather a development based on economic liberalization through deregulation that 

results in both countries and consumers being subjected to intense market forces 

(McMichael 2004).  Capitalism, which drives economic globalization, is based on the 

nineteenth century concept of laissez-faire, whereby government allows market forces to 

run the economy unabated (Steger 2002).  To this end, there has in fact been a growing 

tendency for the world’s corporate elite to shed their national identities and “merge into a 

common structural force” (Cox 1996, p. 516) in order to solidify the corporate world’s 

position and further the capitalistic cause.  This corporate mergence results in consumers 

being subjected to a global society through international trade regimes which in turn 

curtail the ability of state governments to look after the well-being of their citizenry 

(Reich 1992).  Another inherent characteristic of capitalism is that companies must strive 

for the maximum return on investment and economies of scale (de Souza and Stutz 

2004), and must in turn continually establish and expand markets globally thereby 

promoting consumerist societies (Marx and Engels 1998[1848]).  To this end, 

globalization, in the capitalistic sense, has been criticized for lacking social controls 

(Rupert 2003) and pressuring state leaders and business elites to undertake actions and 
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make sacrifices (e.g., the environment, social values, welfare, relocating jobs, etc.) that 

might not have the approval or be in the overall best interest of their constituencies.  

However, many countries believe they must take such actions in order to become part of 

the global market or be marginalized by it, regardless of other potential negative 

consequences (Biersteker 1992, Lindblom 1982).   

Many people, including world leaders and prominent business people, claim that 

globalization not only results in countries losing sovereign control of their internal 

affairs, but also their cultural identity (McGrew 2003; Yergin and Stanislaw 2002).  This 

fear is especially common in the audiovisual industry and emanates from the fact that 

consumers outside the U.S. have a limited selection of non-U.S. audiovisual products, 

especially of the domestic sort (Herman and McChesney 1997).  It is recognizable that 

the dissemination of ideas contained in audiovisual products throughout the world has 

presented foreign concepts (e.g. women’s rights, democracy, and religious freedom) 

which have led to positive change in some countries.  However, these fears are 

“historically myopic” as nowhere in recorded history has a state government been able to 

exert full control over its domestic affairs nor has the culture of a people been immune to 

outside influence (Krasner 1999, p. 37).   

CULTURAL INDUSTRIES AND THEIR EFFECTS 

What are Cultural Industries? 

Cultural industries have always existed as have the externalities associated with 

the exchanging of cultural artifacts between cultural groups.  The exchange of cultural 

artifacts between cultures facilitates the process of transculturation, also commonly 

referred to as inculcation, the transfer of cultural images through space and time (Innis 
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1991).  Within cultures, cultural artifacts have also been used by the societal and business 

leaders to reinforce or shape national identities as they desire.  Domestic uses of cultural 

artifacts, especially audiovisual products, have served both positive and negative causes 

ranging from correcting social problems such as alcoholism and dysfunctional families 

(Ging 2002) to promoting prejudice and discrimination (Hull 1969).  For example, 

although fretting over the U.S. homogenizing European culture, the European 

Commission has recently decided to try and harness the powers of the audiovisual 

industry to help solidify a sense of European Union nationality (Carvajal 2005).   

Produced cultural artifacts can be placed into two commercial categories: (1) 

service sector products (e.g., literature, movies, art) that entertain or disseminate 

information; and (2) manufactured products (e.g., automobiles, clothing, wardrobe 

accessories) that allow consumers to exert their individual personality and/or social status 

(Scott 2004).  Societies have commercially and socially exchanged cultural artifacts for 

millennia (Krasner 1999).  What has changed in the last half century is not the sharing of 

information, but the frequency with which people throughout the world are exposed to 

foreign concepts.  Audiovisual products are now the most commonly transmitted cultural 

artifacts due to the ease with which modern technologies exploit time and space 

(Friedman 1999).  The audiovisual industry comprises “the production and distribution of 

recorded entertainment, such as motion pictures, television and radio programs, music, 

and music videos” (Chadwick 2004, p. 3-1).  However, it is U.S. audiovisual products 

that are most often being transmitted to foreign audiences (Herman and McChesney 

1997).  For instance, whereupon Mexico once protested the importation of U.S. 
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ideologies through a relatively small number of imported comic books, it now faces the 

same threat but on a much larger scale as a result of television and cinema (Rollin 1989).   

With modern technologies allowing for more frequent interaction and trade 

between and within cultures, cultural industries have become big business endeavors.  

The production of cultural artifacts represents a vital element of many state economies.  

In the U.S., for example, over three million people are engaged in cultural industries 

(Scott 2002) and the entertainment sector is the country’s single most important export 

industry (Jandt 2004).  Although cultural industry products are not often afforded the 

same attention as traditionally traded commodities (e.g., durable goods), they do in fact 

generate large cash flows, especially audiovisual products (Lull 1995).  In 2004, for 

example, the U.S. movie industry alone generated over $25 billion in ticket sales (MPAA 

2005); this does not account for the over $3.5 billion potential income lost to piracy, nor 

for illegally downloaded movies, or the hundreds of billions of dollars generated through 

ancillary markets and activities (e.g., movie rental and sales, cross-promotions, 

merchandising, product placements, etc), which together often surpass movie ticket sales 

(Standard & Poor 2005; Wasko, Phillips and Purdie 1993).  For example, Star Wars: 

Attack of the Clones only generated $648 million in worldwide ticket sales but reaped 

over $4 billion in merchandising alone (Soar and Ericsson 2000).  The ability to profit 

more from secondary activities has resulted in some movies being produced solely with 

cross-promotions and merchandising in mind and with little concern for quality or 

creativity (Soar and Ericsson 2000); this is especially prevalent in U.S. movies and will 

be discussed later in the paper. 
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The trade of audiovisual products between countries is far from equitable.  For 

example, in 2002, the major and independent U.S. studios exported approximately $14 

billion combined in audiovisual products while importing a mere $153 million, although 

this represented a $75 million increase from the year prior; $59 million of which was 

imported from the European Union (USEIB 2002; USDOC 2005).  This imbalance of 

trade and general domination of U.S. movies has been ascribed to the demise of some and 

stagnation of other state audiovisual industries.  For example, where once Hong Kong 

produced approximately 300 films annually, it will only produce about 60 movies in 

2005, a reduction directly attributed to U.S. competition (Sand 2005). 

Audiovisual Products and Cultural Transference 

Beyond the profits generated by the audiovisual industry, there lurks the transfer 

of information and ideas from foreign cultures, both of which are now compounded by 

the frequency of exposure.  The audiovisual industry has become a primary source for the 

transference of information (both real and fake) and observance of social behaviors for 

audiences (Classen and Howes 1996; Lindblom 1982).  Audiovisual products, therefore, 

are purported to possess great cultural power given their ability to influence cultural 

groups as the contents of these products serve as a tool of instigation whereby 

predispositions are challenged (Thompson 1994; Liebes and Katz 1993).  Unlike other 

cultural artifacts, audiovisual products tend to span the socioeconomic spectrum and 

therefore promote change at all levels of human existence (Lull 1995).  There is ongoing 

contention between the U.S. and Europeans over this matter.   

The European Union, as well as other countries, believes that audiovisual 

products, especially movies, possess inherent social values which serve the good of 

society and that too much foreign influence can have a negative impact on their national 
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psyches.  Specifically, the European Commission has stated that such productions serve 

to express “European citizenship and plays a primary role in building a European cultural 

identity… unless Europeans are able to watch fiction, drama, documentaries and other 

works that reflect the reality of their own lives and histories, and those of their neighbors, 

they will cease to recognize and understand them” (EC 2004, p. 2).  As such, Europeans 

believe that not only their local cultures are at risk, but so is the general concept of a 

European culture.  The European Union has taken the position to oppose the capitalistic 

tendency to define and quantify social life, and hence cultural products, in free market 

terms (Gill 1995) and has led to the desire of European countries to impose special trade 

restrictions on audiovisual products (Bhagwati 2004).  This concern extends beyond 

Europe; for instance, in 1998, the increasing international concern over the potential 

societal impact of American products resulted in nineteen countries from Europe, Latin 

America and Africa holding a conference to develop legal measures to protect their 

respective cultures (Economist 1998).   

Contrarily, the U.S. has been perceived as insensitive as it does not outright 

recognize audiovisual products as presenting a threat to cultures and argues for complete 

trade liberalization.  The U.S.’s position is partially attributed to its long standing melting 

pot perspective, which assumes that people will simply acculturate to the dominant 

culture, and that a consumer culture, which also has opposition, is “a distinct 

phenomenon apart from” national culture; therefore little effort needs to be made to 

accommodate cultural differences (Rao 2003, p. 333).  Interestingly, the U.S. disregards 

the potential influence of audiovisual products on a society even though it consistently 

used such products to further its own political agenda.  The U.S. government also enacted 
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the Foreign Agents Registration Act in order to regulate all forms of foreign propaganda 

which might alter the citizenry’s opinion away from the government’s position (USDOJ 

2005). 

The movie industry presents an interesting case in examining the influence of 

audiovisual products on society.  A large segment of those who view movies at the 

cinema worldwide is under 24 years of age (MPAA 2005; Media Salles 2004) and 

researchers agree that it is young people who define the norms of mainstream cultural 

within a society (Suárez-Orozco 2000; Hebdige 1981).   

U.S. DOMINANCE OF THE MOVIE INDUSTRY: SOME BACKGROUND 

Movies were the first cultural product to gain dominance in foreign markets and 

therefore easily transmit images from other cultures (Hesmondhalgh 2002).  Although 

many countries have played part in the movie industry’s development, two rivals have 

been the primary contributors and competitors from the onset to the present: the U.S. and 

France (Ulff-Møller 2001).   

Historical Overview 

The commercial movie industry came to life in Paris in 1895 when the first 

motion picture was presented to a paying audience (Meusy 2002).  France’s initial lead 

diminished in the early part of the 1900s: French movies could not be shown universally 

as the industry failed to standardize its motion picture equipment unlike the U.S. and 

Germany.  Nevertheless, French movies were able to penetrate the U.S. market and 

maintained a relatively strong presence until World War I.  Ironically, the U.S. often 

complained that French movie imports were undercutting American culture (Uricchio 

1996).  The war proved a great strain for both French society and its global business 
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interests and, by 1925, the U.S. had established a dominant presence in all of the major 

movie markets (Ulff-Møller 2001).   

World War II (WWII), and the period leading up to it, served yet another blow to 

the European movie industry (Ulff-Møller 2001).  In Europe, only Germany continued to 

produce movies in large numbers, but these productions were strictly controlled by the 

Propaganda Ministry and served social agendas rather than commercial endeavors (Hull 

1969).  Between 1939 and 1945, the U.S. movie industry produced a stockpile of over 

2,000 movies which could not effectively be exported as the potential markets were 

embroiled in war (Hull 1969).  At the conclusion of hostilities, there was pent-up demand 

for entertainment activities throughout the war ravaged countries (Puttnam 1997) and 

U.S. movies were dumped on foreign markets below true market value, allowing 

American studios to gain an unshakeable foothold in local markets (Ulff-Møller 2001; 

Jarvie 1992).  U.S. movies not only generated windfall profits, but also served as a 

propaganda tool to promote its foreign policy initiatives and as a mechanism for the 

masses to escape the harsh reality of war (Segrave 2004).   

Following the war, many national movie industries attempted to reestablish 

themselves, often assisted by their respective governments desiring to become more 

directly engaged in many aspects of their societies (Yergin and Stanislaw 2002; Ulff-

Møller 2001).  However, resources were limited due to the war and general 

reconstruction efforts.  The cinema facilities themselves were often casualties of war; in 

France alone nearly all of the 6,500 functioning theaters required repairs and 650 were 

completely destroyed (Media Salles 1995). 
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Despite these attempts, the U.S. continued to lead the global movie industry 

(Tunstall 1994).  Its domestic infrastructure went unscathed during WWII, allowing an 

easy switch from producing wartime productions to commercial productions 

(Eichengreen and Kenen 1994).  Further, the U.S. occupational forces dismantled and 

confiscated all movies and corresponding equipment in the occupied territories of the 

former Axis powers (i.e., Germany, Austria, Italy and Japan).  Probably the most 

important factor contributing to the U.S. dominance of the movie industry was that it 

used its strong economic power to further its own international agenda.  Reconstruction 

aid offered in accordance with the Marshall Plan, and other such initiatives, was provided 

to countries only if they agreed to a number of conditions spanning many issues (Yergin 

and Stanislaw 2002; Guback 1969).  One such condition pertained specifically to the 

movie industry (Herman and McChesney 1997; Puttnam 1997); as a case in point, France 

was required to rescind all U.S. movie quotas and to allow U.S. movies to enter its 

market unabated and, surprisingly, French theaters were limited in the number of French 

productions that could be released domestically for a period of two years.  Such deals 

were also struck with the United Kingdom, Germany and Italy (Cinquin 1989).   

Perhaps at the time it seemed trivial to European countries to agree to such 

conditions in exchange for desperately needed economic aid and in light of more pressing 

social needs, but, for U.S. policymakers, this newfound soft power served to promote 

their political and commercial interests.  Soft power is defined as "the ability to get what 

you want through attraction rather than coercion or payments.  It arises from the 

attractiveness of a country's culture, political ideals, and policies” (Nye 2005, p. 256).  

Soft power is used in an attempt to avoid utilizing hard power (i.e., armed conflict, 
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coercion, payments, etc.) and open propaganda to influence an area in the hopes of 

achieving the same results at a reduced cost and perhaps unbeknownst to the audience 

(Cinquin 1989).  The U.S. government, business leaders and scholars alike immediately 

recognized that Hollywood’s movies would be the “most effective salesman” for both 

American ideologies and products unbeknownst to the consumer  and therefore sought to 

exploit the medium wherever possible (Mayer 1947, p. 32).  As such, the U.S. 

government sought to disseminate its political and ideological messages by injecting 

them into entertainment products in the hope of bypassing active audience resistance 

(Puttnam 1997).  

International Actions Affecting the Movie Industry 

Many policymakers and academics appear to have accepted the U.S. dominance 

in the audiovisual industry as simply an unchangeable reality based on the supposition 

that Hollywood productions are merely better, although such postulations are 

unsupported by empirical data (van Elteren 2003; Ulff-Møller 2001).  However, various 

foreign studios, realizing they cannot compete directly with the major U.S. studios, have 

resorted to trying to find their own niche markets in an attempt to keep their own 

industries in existence.  For instance, Spain’s Filmax studio has settled primarily on the 

niche market of horror and psychological thrillers, which it deems a universal narrative 

that has been overlooked by other studios; the films are shot in Spain with Spaniards who 

say their dialogue in English and the scene settings are often altered to make it appear as 

though they were filmed in the U.S. (Carvajal 2005).  Nevertheless, there exists few such 

successful examples and many countries still try to use government policies to limit 

foreign competition by restricting the importation of movies for both business and 

political reasons (Marvasti 2000).   
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The U.S. government, at the behest of the country’s movie industry, has staunchly 

defended its mass exportation of movies and other cultural products, under the guise of 

free trade and the democratic premise of freedom of speech.  The U.S. has routinely used 

international forums such as the United Nation’s Educational, Scientific and Cultural 

Organization (UNESCO) and the World Trade Organization (WTO) as platforms to 

suppress, often coercively, any international audiovisual policy that runs counter to its 

own interests (Bhagwati 2004; Biersteker 1992).  For example, although the WTO is 

supposed to reduce the barriers of trade and promote equality between member states 

through the one-state-one-vote system (Hoekman and Kostecki 1995), the U.S. uses its 

immense economic influence to make undisclosed deals in order to subvert the system, as 

was the case when the U.S. maneuvered to achieve monopoly-like rights under the Trade 

Related Intellectual Property Rights Agreement (Bello 2001).   

In opposition to this and other such tactics, the French government and business 

leaders countered that international audiovisual polices should strive to be multilateral 

and offset certain “market mechanisms” which are primarily controlled by the U.S. from 

“imposing stereotyped, culturally meaningless products” on an international scale 

(Cinquin 1989, p. 13).  Opposition to the U.S.’s unilateral position has resulted in several 

negotiated compromises whereby the General Agreement on Tariffs and Trade (GATT) 

and Organization for Economic Co-operation and Development (OECD) rules allow for 

certain deviations from free trade policies for cultural industry products; for instance, the 

OECD’s Codes of Liberalisation of Capital Movements and of Current Invisible 

Operations recognize the cultural sensitivities surrounding movies and provide special 

provisions for their trade (OECD 2003; 2004).  Specifically, the code allows for the 
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establishment of general screen quotas so long as they are not targeted at one specific 

member state; the code prohibits any sort of financial discrimination (i.e., taxation or 

duties) towards foreign movies; and the code stipulates that co-productions are to be 

afforded the same treatment as domestic movies (OECD 2004).  Such mechanisms also 

exist within the WTO and other trade groups.  To this end, it should be clarified that, 

contrary to popular belief, neither the WTO nor any other trade organization/agreement 

aim to have unrestricted free trade; rather, their existence seeks simply to limit trading 

obstacles and improve market access for member states (Ruggie 1994; Hoekman and 

Kostecki 1995).  In fact, free trade in the truest sense has never existed (Gilpin 2002). 

Quotas are currently the most utilized defense for the audiovisual industry as a 

whole, but are primarily instituted for television and radio stations.  These quotas have 

not completely restricted the importation of foreign audiovisual products, but rather have 

placed quotas on the number of domestic products required to broadcast.  Quotas for 

movies are not feasible when considering larger trade issues and difficult to impose given 

that co-productions can circumvent the system, and therefore are not widely utilized 

(Bhagwati 2004).  Although they are not widely utilized, a small number of countries are 

considering either maintaining or implementing them (BBC 2002a; 2002b).  Some 

countries have imposed non-related trade statutes to lessen, if not completely prevent, 

foreign movies from entering their domain.  For example, Saudi Arabia prevents movies 

being shown for religious reasons and China has laws preventing audiovisual products 

from depicting dead bodies, guns shots in public, ghosts, and overly scary or sexy scenes 

(Sand 2005).  These sorts of measures are not only undertaken in non-Western countries.  

For instance, until the 1960s, Ireland maintained import restrictions on movies which 
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demonstrated behaviors contrary to or critical of the Catholic Church’s dogma, and any 

factual or fake depictions of the church itself as they felt such movie portrayals created 

social discontent (Rockett 2000). 

Many countries have turned to taxation and subsidies in order to aid their fledging 

industries.  For example, France taxes each movie ticket to generate funding which in 

turn is given to French filmmakers to subsidize their productions (Gordon and Meunier 

2001).  In general, European governments place great importance on subsidies for 

cultural industries as they are deemed an essential component of national identities.  

Attempts to reduce such subsidies can easily manifest into protests and strikes within 

Europe (Economist 2005).  In 2001, the European Union (EU) earmarked nearly one 

billion euros to support the development of audiovisual products (EC 2001a).  Subsidized 

movies have proven successful domestically, but they have not greatly impacted the 

ability of countries to penetrate foreign markets (Marvasti and Canterbery 2005; 

Arvedlund 2004; Bhagwati 2004).  Nevertheless, industries which are financially state 

supported are criticized for being “inward looking and defensive” which limits their 

potential to be competitive on the open market (Yergin and Stanislaw 2002, p. 119); 

however, some might contend that not everything produced in society needs to serve a 

commercial purpose.   

Although the U.S. government does not openly agree with a system of taxations 

or subsidies to support the production of audiovisual products, it does support providing 

assistance in the form of monetary loans to independent American movie producers, 

often coincidently already big players in Hollywood, who then use the money to obtain 

international distribution contracts in order to export their movie to foreign markets 
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(USEIB 2002).  Interestingly, this business arrangement appears to solely aid 

independent movie makers export their products to compete internationally but not 

domestically on the turf of the major U.S. studios. 

These protectionist actions are not specifically intended to achieve trade 

equilibrium, but simply aim “to slow down or limit the rate of increase in imports” in 

order to provide domestic companies an opportunity to maintain some percentage of their 

domestic market while readjusting their business models (Ruggie 1994, p. 6).  

Historically, the U.S. has also strived to prevent the entry of foreign cultural artifacts 

through the use of tariffs in order to ensure its domestic market primarily consumes 

domestic productions (Marvasti 2000).  Overall, such protectionist measures are difficult 

to implement and maintain as state governments have “undermined the efficacy of 

standard policy tools of managing the consequences” of trade liberalization when they 

elected to partake in global trade agreements (Ruggie 1994, p. 8). 

As a result, there has been much concern that the implementation of liberal trade 

policies which do not benefit all countries equally and threaten their sovereignty over 

economic affairs would promote the resurgence of both conservative governments and 

regional trading blocs reminiscent of those of the early 1900s as reactionary measures 

(Rupert 2003; Ruggie 1994; Gill 1995).  The unilateral economic actions of the U.S. are 

especially thought to serve as a catalyst for such developments (Cox 1996; Ramphal 

1988).  Indeed, the resurgence of ultra-conservative governments with nationally oriented 

and neoprotectionist agendas has recently been witnessed in many countries due to 

seeming social inequalities; as has the development of many regional trade agreements 

(Cohn 2003; Gill 1995; Ohmae 1985).  These concerns have also manifested within the 
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audiovisual industry.  France has been a leading advocate in the EU’s efforts to 

regionalize the audiovisual industry in order to preserve Europe’s industry and culture 

(CNC 2005; van Elteren 1996). 

U.S. MOVIE SUCCESS ABROAD 

The U.S. movie industry has enjoyed overwhelming success internationally.  This 

success is exceptional given that the U.S. produces less than one fifth of the world’s 

annual movies (EAO 2004; Ulff-Møller 2001) but it has also resulted in much 

trepidation.  Many, especially in the EU, regard the persistent presence of U.S. cultural 

products as a form of cultural imperialism and enslavement which serves to stifle local 

cultural products (Jeancolas 1998).  This section provides an overview of the 

circumstances which can explain the success of American movies on the global market: 

Assistance of the Federal Government; Dominant Market Position; Disposable Income; 

Language; General Marketing; Distribution; and Consumer Preference. 

Assistance of the Federal Government   

The U.S. government has argued that movies should not garner special 

classification as a cultural product but be treated as any other traded good and subject to 

free market forces.  However, the global dominance of American movies is not solely 

attributable to the workings of free trade (Puttnam 1997).  Since 1918, the collaborative 

efforts of the U.S. government and American studios have protected the domestic movie 

market from foreign incursions and developed initiatives to penetrate foreign markets 

(Ulff-Møller 2001).   

To support these efforts early on, Congress established the Motion Picture 

Division within the Department of Commerce, to gather and disseminate foreign movie 
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industry information on behalf of American studio executives (Puttnam 1997).  The 

Department of State also became directly involved by unlawfully sharing confidential 

diplomatic information with studio executives (Ulff-Møller 2001).  In 1953, in an effort 

to better coordinate its foreign propaganda media policies, Congress also established the 

U.S. Information Agency (USIA 1999), which efforts were fully supported by the 

Hollywood studios, and the Information Media Guaranty Program (IMGP) to 

complement initiatives under the auspices of the Marshall Plan.  The IMGP ensured that 

Hollywood studios would be paid in full for their exported movies while countries with 

devalued currency ratings would still be able to afford to import U.S. movies (Puttnam 

1997).  The USIA only authorized movies for exportation which exhibited favorable 

views of the U.S. or presented the world from a U.S. perspective (Segrave 1997).  USIA 

assessments were often quite stringent, and during some years the agency authorized as 

little as three percent of the movies presented to it for export overseas (Erdoğan and Kaya 

2002).  Congress also enacted legislation that limits foreign influences domestically.  One 

such statute, entitled the Foreign Agents Registration Act, allows the federal government 

to broadly classify imported movies and other media products as propaganda (USDOJ 

2005).   

Hollywood studios heavily lobbied the U.S. government to gain more influence 

over foreign movie markets, donating millions of dollars to political parties (Puttnam 

1997).  The government initially attempted to curtail Hollywood’s steadfast ambitions to 

dominate foreign markets, fearing a backlash from foreign governments and thereby 

inadvertently providing fuel for communist propaganda, an important concern at the 

onset of the Cold War.  Vexingly, the U.S. government also needed Hollywood to supply 
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propaganda for its own political purposes; and when Hollywood studios threatened to 

stop exporting movies to politically sensitive markets the government acquiesced and 

reached an agreement with the studios.  In addition to giving U.S. studios more leeway in 

their efforts to control foreign markets, the negotiated settlement included large cash 

payments for each film exported to U.S. militarily occupied markets; the result was a 

very large increase in the number of movies exported.   

The efforts to utilize soft power persist to this very day as movie and television 

studios continue to work closely with the U.S. government on various projects to ensure 

certain messages are conveyed in productions.  As one former U.S. government official 

put it, “the easiest way to inject a propaganda idea into most people’s minds is to let it go 

through the medium of an entertainment picture when they do not realize they are being 

propagandized” (Koopes and Black 1977, p. 88).  Much government intervention has 

come at the behest of the Motion Picture Association of America (MPAA) which lobbies 

on behalf of the major U.S. studios domestically and internationally and vehemently 

opposes any barriers which stymie unfettered international market entry.  These efforts 

have been successful: the U.S. Congress has gone as far to sanction businesses to operate 

as cartels when exporting products abroad with the passage of the Webb-Pomerene Act, 

which also served to establish the MPAA as a legal cartel (Scott 2002).  

Today, the movie industry is a very important component of the modern U.S. 

economy (Beyers 2002).  It employs over 750,000 Americans and is one of the few 

American industries that do not experience a negative international trade deficit 

(Glickman 2005; Segrave 1997).  Many within the U.S. government have called for a 

drastic increase in the funding allocated to soft power projects in order to strengthen and 
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expand U.S. cultural, economic and political influences abroad as well as to improve the 

country’s overall image (Nye 2004).   

Disposable Income 

The U.S. continues to present the single most profitable market for movie 

consumption, both at the cinema and through movie rentals and purchases (Beyers 2002).  

Americans spend approximately $300 billion annually on audiovisual entertainment 

consumption (Vogel 2004).  This situation is attributable to the U.S. possessing a large 

middle class that has more disposable income available for personal consumption 

expenditures than any other country (Nelson 2001).  The ability of U.S. consumers to 

spend more on movie consumption greatly benefits U.S. studios, as they are able to 

recoup their return of investment, which averages $98 million to produce and market 

domestically (Glickman 2005).  As a result, U.S. studios are able to undercut the 

production costs of foreign competitors by offering their products at substantially reduced 

prices abroad, which in an economic sense can be deemed as dumping (van Elteren 2003; 

Gilpin 2002).   

Language 

English is the second most spoken language in the world (Gordon 2005).  It is 

either the official or semiofficial language in forty-five countries and widely studied in 

fifty-four other countries (Jandt 2004).  The majority of moviegoers reside in English 

speaking markets (Wildman and Siwek 1988).  The preponderance of movie productions 

made in English further strengthens the U.S. market position (Standard & Poor 2005; van 

Elteren 2003).  The EU is the second largest movie market, but the multitude of 
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languages is viewed as a major hindrance for the European movie industry to collectively 

compete against foreign competition (Hieronymi 2002).   

Realizing the potential earnings lost in the international market place due to the 

language issue, many European and other foreign movie studios produce movies locally 

in English and then later dub them back into the local language for the domestic market 

(Carvajal 2005).  This is a wise business strategy given that over 16 percent of Europeans 

speak English as their native language and another 31 percent speak it as a second 

language.  This is even more significant when considering that 66 percent of the main 

moviegoer segment, those aged 15-24, speak English (EC 2001b).  Contrastingly, only 9 

percent of Americans know a second language; and it is English that is often their second 

language (USCB 2005). 

General Marketing 

U.S. studios have steadily increased their marketing budgets, expending $3.3 

billion on marketing in 2004 (Galloway 2005).  The average marketing expenditures per 

movie now exceed $34 million, up from approximately $10 million just a decade before, 

and account for nearly half the overall production cost of a movie (Glickman 2005; 

MPAA 2005).  A large portion of these expenditures is utilized on saturation marketing 

campaigns to promote movie awareness upon its initial release (Lampel and Shamsie 

2000).  Marketing costs alone present a major obstacle for foreign productions, including 

in their own markets (Marvasti and Canterbery 2005).   

Entertainment companies in the U.S. have also excelled at branding their products 

through the creation and use of celebrities; this phenomenon, referred to as star power, is 

a widely accepted and practiced marketing strategy aimed at managing investment risk 
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and demand uncertainty by increasing the odds of a production being successful 

(Standard & Poor 2005; Rosen 1981).  In fact, star power is considered one of the key 

elements which allowed the American studios to assume a dominant role in the industry 

as early as 1914 (Ulff-Møller 2001).  Star power reduces uncertainties for producers and 

consumers alike (Ryan 1991).  First, distribution companies, studios and other private 

investors are more likely to float investment money when a star is guaranteed to 

participate in a production (Bolt 2005; De Vany and Walls 1997).  Second, star 

performances generate word-of-mouth, an extremely effective contributor to a new 

product’s success (Herr, Kardes and Kim 1991).  Economic models have demonstrated 

that a mere one percent increase in the star index (a measure of an actor’s value) 

generates an increase of over $30 million in admission revenues (Canterbery and 

Marvasti 2001).  Star power of the U.S. sort does not generally exist in foreign markets, 

and when such foreign stars do appear they are often acquired by U.S. studios (Scott 

2002) where they command higher salaries (Sand 2005).  The absence of star power in 

foreign productions serves as a barrier to entry for foreign studios in markets presently 

dominated by the U.S. (Marvasti 2000).   

Distribution 

 Control of the distribution system substantially reduces investment risk by 

ensuring that productions make it to market.  U.S. studios have understood the need to 

establish and maintain distribution networks since the early 1900s when they began to 

squeeze European productions out of the U.S. through cartelistic positioning (Puttnam 

1997).  The ability of American studios to either control or influence movie distribution 

channels, both domestically and internationally, has been paramount to the domination of 
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U.S. movies.  Internationally, U.S. studios have been able to leverage their control of 

movie distribution to displace the competition, including domestic productions in their 

own market.  In the case of Europe, which produces more movies than the U.S. per 

annum, the U.S. commands approximately two-thirds of both the distribution network 

and overall market share (EAO 2004).  This topic will be revisited later in the paper. 

Consumer Preference 

Beyond the business and policy components lies the consumer behavior aspect.  

U.S. audiovisual products considered for export are produced with certain easily 

recognizable elements in mind to ensure the probability of their consumption abroad 

(Ryan 1991).  U.S. studios attempt to hedge their chances of success by producing a 

“mass-appeal blockbuster, that is, a big budget film with a simple but climactic narrative, 

an uplifting finale, a major star presence” (Scott 2002, p. 968).  The generic formatting 

and content results in a production that is not culture-centric and is open for 

reappropriation which permits the product to easily transcend cultural (Liebes and Katz 

1993) and socioeconomic divides (Rockett 2000; Holbrook 1999).  In general, U.S. 

movies are considered to be popular culture products, or low-art, which appeal to the 

masses based on simplistic content.  In contrast, movies produced in many other 

countries, especially France, are considered -- perhaps stereotypically -- to be high-art 

and contain complex content (Holmlund 1989).   

Since 1914, the U.S. economy has been greatly influenced by the Fordist concept 

whereby the mass production of goods results in mass consumption.  By the 1930s, 

Fordist principles were incorporated into the U.S. movie industry’s business model (Scott 

2002).  Although profits are a direct concern in the movie industry, the desire to obtain 
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economies of scale to minimize operating expenditures is of the utmost concern 

(Thompson 1994; van Elteren 1996).  The two resulting foci are now production and 

distribution versus the quality of the product itself (Lull 1995).  In fact, the product itself 

has become immersed in hyper-commercial endeavors ranging from celebrity 

promotions, product placements to cross-promotions. 

Position as Market Leader 

U.S. studios have established a solid market position that has made it difficult for 

would-be competitors to enter the market.  Since WWII, U.S. companies, including those 

in the audiovisual industry, have exhibited extreme predatory prowess throughout the 

business world (Snow 2001).  At the twilight of the 20th century, U.S. studios moved 

quickly to solidify their market positions by seeking acquisitions, expanding their 

distribution networks and making capital investments in the audiovisual sectors of other 

countries.  Where once a multitude of companies comprised the audiovisual industry, 

now only seven major corporations dominate the U.S. market: The Walt Disney 

Corporation, Metro-Goldwyn-Mayer Studios Inc., Paramount Pictures, Sony Pictures 

Entertainment Inc., Twentieth Century Fox Film Corporation, Universal City Studios 

LLLP, and Warner Bros. Entertainment Inc. (MPAA 2005).   

U.S. companies did not limit their business activities to the domestic market; they 

also sought mergers with and acquisitions of overseas corporations, thereby solidifying 

their international presence which now permeates every facet of the world’s audiovisual 

industry (Lull 1995).  Many of these multinational corporations generate revenues greater 

than the government budgets of the countries in which they operate (Urry 1989).  Besides 

mergers and acquisitions, U.S. companies have continued to use foreign direct investment 
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in an effort to reduce operating costs (Scott 2004).  For example, in 2002, U.S. studios 

spent over $4 billion in foreign direct investment, an increase of nearly 23 percent from 

2001 (Chadwick 2004).  Furthermore, U.S. studios have begun to work foreign markets 

from the inside through increased co-productions and subsidiaries thereby allowing them 

to circumvent some aspects of government intervention (Ruggie 1994; Ohmae 1985; 

Gilpin 2002).  However, the international business scene is far from idle as foreign 

companies have also sought to acquire U.S. assets.  For example, in 2000, the French 

media company Vivendi acquired a substantial stake in Universal Studios (Standard & 

Poor 2005). 

Such strategic positioning has resulted in oligopoly-like conditions where a 

relatively small number of Anglo-American dominated multinational corporations control 

the majority of the audiovisual market (Duncan 1998).  Many non-U.S. companies now 

face what has been deemed a “global impasse” (Ohmae 1985, p. 35): unable to establish 

international markets due to their inability to establish distribution channels for their 

movies outside of the domestic markets.  Additionally, U.S. companies can market their 

products at limited cost through subsidiaries.  For example, many movie critics are 

employed by companies that also own studios.  Realizing the importance of critiques, 

some studios have made illegal payoffs or used other means of coercion to unduly 

influence professional entertainment critics in order to acquire positive movie reviews 

(Grinberg 2004; CNN 2001).  This creates a conflict of interest since movie consumers 

rely heavily on critiques which in turn greatly influences their movie choices (Sawhney 

and Eliashberg 1996; Eliashberg and Shugan 1997).   
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CONCLUDING THOUGHTS 

This paper has provided an overview of economic globalization and the cultural 

industries, with a special emphasis on the movie industry.  It has highlighted the 

importance of cultural industries in relation to national culture and the concerns 

surrounding the dominance of U.S. cultural products on the world market.  A review of 

the evolution of the movie industry has identified some of the factors that have led to the 

current dominance of the market by the U.S.  These factors combined have served to 

create and maintain America’s dominance of the global movie market and they will be 

further explored in the following chapters.  

Concerns over the effects of foreign movies on local cultures are likely to persist 

well into the future.  As was discussed, the cultural argument is not the only argument as 

business and political motivations often shape the production and affect the global 

consumption of movies (Yergin and Stanislaw 2002).  Collectively, these issues motivate 

the research conducted in the remainder of this dissertation.  On a final note, it is also 

important to realize that cultural homogenization through audiovisual products is 

unlikely; history has demonstrated time and again that cultures change as time marches 

forward and that no country can completely shield itself from the influences of other 

cultures and the emergence of new ideas (Dailey and Carley 2003; Krasner 1999).   
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FIGURE 1: VIEWS ON GLOBALIZATION 
 
 

Issue Yes No 
Is globalization occurring? Yergin and Stanislaw 2002 Bhagwati 2004 
 Bello 2001 Fligstein 2001 
 Gilpin 2000 Doremus et al. 1998 
 Held et al. 1999 Wade 1996 
 Rodrik 1997 Hirst and Thompson 1996 
 Castells 1996 Berger 1996 
 Barber 1996 Krugman 1994 
 Ohmae 1995  
 Naisbitt and Aburdene 1990  
Does globalization produce Meyer et al 1997 Bhagwati 2004 
economic and cultural convergence? Williamson 1996 Yergin and Stanislaw 2002 
 Ohmae 1995 Guillen 2001 
 Levitt 1983 Held et al. 1999 
  Garrett 1998 
  Albrow 1997 
  Cox 1996 
  Boyer 1996 
  Berger 1996 
  Friedman 1994 
  Robertson 1992 
  Stopford and Strange 1991 
  Giddens 1990 
Does globalization undermine Yergin and Stanislaw 2002 Bhagwati 2004 
the authority of states? Bello 2001 Fligstein 2001 
 Mosher 1999 O’Riain 2000 
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 Rodrik 1997 Garrett 1999 
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A MOVIE INDUSTRY MARKET SHARE MODEL 

 
 
 
 
 
 
 
 
 
 
 

ABSTRACT 

This paper discusses the ingredients of success for movies from the United States 

(U.S.) on the global market and also provides insights for non-U.S. studios competing 

with American movies for market share.  Data from the European Audiovisual 

Observatory are used to develop and test a model of the factors that affect domestic and 

U.S. movie market shares.  The model proposes that the market share of U.S. movies in a 

specific market is negatively related to population size, because of the population size’s 

effect on the production and public financing of domestic movies which in turn enhance 

the number of domestic films released, thereby increasing the domestic market share at 

the expense of the U.S..  Model testing supports these propositions, and also suggests that 

the control of distribution channels is paramount to accessing a broader audience.  

Recommendations for markets strategies are discussed.  
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A MOVIE INDUSTRY MARKET SHARE MODEL 
 
 

“The business of movies... is different to being in the movies as a cultural medium… and 
the lack of making that distinction causes a lot of problems when talking about movies in 
Europe… Whether Eurocrats like it or not, the business of movies is really the business 
of Hollywood.”  Michael Kuhn, Former CEO and President of PolyGram Filmed 
Entertainment Group 
 

INTRODUCTION 

 The United States (U.S.) has maintained market dominance in the international 

movie arena for nearly a century (Puttnam 1997).  Yet, a review of the world’s movie 

production numbers indicates that the European Union (EU) produces more movies per 

year than the U.S., as does India for that matter.  In 2003, for example, the EU produced 

750 and India produced 877 movies compared to the 593 produced in the U.S. (IIFA 

2006; EAO 2004; MPAA 2004).  Nevertheless, although the EU has steadily increased 

the number of movies produced, it has continued to lose market share to American 

productions, which now represent approximately 71 percent of its market (EAO 2004).  

In contrast, the share of EU movies in the U.S. has remained relatively steady, and in 

2003 represented a mere 3.4 percent of the American market; of this, 2.3 percent of the 

market was captured by United Kingdom productions which are more readily accepted 

given they do not require subtitles or voiceovers.  Given this disequilibrium, this paper 

investigates the factors that can best serve non-U.S. movie studios competing with 

American productions for market share.   

As presented in the previous paper of this dissertation, there are a multitude of 

dynamic factors that influence both the production and consumption of movies.  As such, 

constant analysis of the industry is required using numerous methodologies, a process 
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thought to have been neglected (Austin 1989).  This paper develops and presents a 

conceptual model that incorporates many of the factors affecting movie market shares.  

Assessing all of the economic and social variables that may affect the movie market is 

dependent upon access to reliable data.  Because, as will be discussed in the next section, 

access to such information is limited, the model presented here attempts to explain movie 

market shares (U.S. and domestic) based upon the following variables: country 

population, total number of domestic productions, total number of domestic releases, total 

number of theater seats, and total number of admissions. 

 It might appear that the U.S. movie industry maintains insurmountable advantages 

given its large studio infrastructure, star power, investment monies and global market 

share that cannot be overcome.  However, there is growth potential for U.S. competitors, 

especially in their own domestic markets.  There are some obvious factors that can 

positively affect competition with U.S. movies.  First, many foreign markets consist of 

large populations (e.g., China, 1.4 billion; India, 1.1. billion) which are comparable to or 

greatly exceed the U.S.’s market of less than 300 million.  Such large markets provide 

potential market demand for local studios to tap.  As discussed in the previous paper of 

this dissertation, this is an important point given that American movies rely heavily on 

the U.S.’s large domestic market to recover investment costs, which then allows studios 

to export the movies at a more favorable cost.   

Second, financial support from governments has successfully contributed to 

promoting the development and maintenance of many national industries, including the 

U.S.’s (Ulff-Møller 2001).  Almost every country with a movie industry provides some 

level of support for the promotion of national productions (Puttnam 1997).  The French 
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government leads the way for public support by allocating more national funding to its 

movie industry than any other country, and French productions both maintain the largest 

domestic market share and present the strongest competition for American movies in 

Europe (EAO 2004).  However, such support has generated much criticism from the U.S. 

government and studios alike for running contrary to free market principles.  The U.S.’s 

position could be perceived as contradictory considering the support that the American 

government has provided to its own movie industry, although such support has not 

always been publicized.  For example, for nearly fifty years, the U.S. has maintained tax 

provisions which allow studios to write-off a percentage of capital investments for 

movies produced domestically, allow studio subsidiaries to indefinitely defer tax 

payments on half of the profits generated from exports, and allow individual movie 

investors to claim an exemption for their entire investment (Puttnam 1997). 

Finally, co-productions present an ideal opportunity for domestic studios in 

different countries with limited resources to work together on productions.  This not only 

allows for the sharing of expenses but also expands distribution channels and market 

potential for transnational co-productions.  The control of distribution channels is 

especially important as it entails the use of distributors, wholesalers, retailers and agents 

to screen, sell, or deliver a movie production (Kotler and Keller 2006).  Nonetheless, 

some foreign studios have shied away from co-productions out of concern that the 

collaborative efforts may result in generic formats and movies devoid of any one national 

culture (KINO 2005).  Additionally, many national industries are highly fragmented and 

this prevents their ability to take advantage of transnational co-productions.  This very 

issue has plagued the European market since the early 1900s when collaborative efforts 



 55

were first identified as a potential means to thwart American movie domination (Puttnam 

1997).  The effect of these factors on domestic market share and, belatedly, on U.S. 

market share in foreign markets can be assessed by analyzing some of the available 

movie industry data, a topic addressed next.  

Analyzing the Movie Industry 

Reliable movie industry data are difficult to acquire as industry executives prefer 

to cloak their data for obvious business reasons (Hoskins, McFadyen and Finn 1997; 

USDOC 2005). These surreptitious operations make conducting an industry analysis, 

especially from a historical perspective, difficult and reduce such efforts to a data-

deficient guessing game.  For example, it can prove difficult to simply determine the 

profitability of the industry; the U.S. Department of Commerce estimates the U.S. movie 

industry has not generated a profit since 1994 while the Motion Picture Association of 

America (MPAA), which represents the seven largest American studios, indicates the 

industry has generated billions of dollars (USDOC 2005; MPAA 2004).  

This paucity of available data has resulted in little, and yet much needed, market 

research being conducted for the movie industry, especially outside the U.S. where 

markets are fragmented and large corporate movie interests do not exist (Ulff-Møller 

2001; Finn, McFadyen and Hoskins 1994).  This is readily evident when comparing the 

aggregate trade data for movies provided by organizations such as UNESCO, the 

European Audiovisual Observatory, Variety, Media Salles and Euromonitor.  The data 

from these organizations differ greatly and large amounts of data are often missing.  This 

issue became woefully apparent when the European Commission contracted a prominent 

media consulting firm to conduct an in-depth industry analysis in order to develop a 

coordinated European movie strategy.  The consulting report outlined the difficulty in 
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obtaining valid data which, in turn, presents an obstacle in developing a sound business 

model (EC 2003).   

In the U.S., the MPAA compiles detailed data on the world’s movie market for its 

client studios, but, to those outside its organization, it only provides minimal macro-level 

data (e.g., basic demographic data, aggregate production numbers, etc.), most of which 

are self-reported by member studios.  In the EU, individual member states maintain 

movie consumption and production data in differing ways and degrees.  Fortunately, both 

Media Salles, sponsored by the Italian government and the EU, and the European 

Audiovisual Observatory (EAO), also sponsored by the EU, have begun compiling movie 

industry data.  Unlike the MPAA, both organizations provide detailed data and general 

industry information without charge to the public.   

Theoretical Model 

Data acquired from the EAO are used for the purposes of this analysis as it 

provides a larger range of data from more countries than any other public source.  The 

EAO dataset contains information pertaining to the distribution, consumption, 

production, and subsidization of the movie industry for 33 European countries as well as 

the U.S. and Russia.  Using the EAO dataset, a model of the factors that affect market 

shares of U.S., domestic and overall European movie consumption is proposed and 

tested.  One caveat of using the EAO data is that the information is compiled from 

national reports which are compiled differently in each country, hence potentially 

affecting reliability.  Although the EAO data is the best secondary source available, it is 

still not all inclusive and the model is therefore limited to the categories of data available.  

For example, movie production expenditures, marketing expenditures, and distribution 

ownership for all countries would have proven extremely useful but they are not readily 
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available.  To enhance the model, population and economic data have been acquired from 

the U.S. Central Intelligence Agency’s 2005 World Factbook.  Table 1 presents 

operational definitions for each variable in the model. 

A country’s population represents the potential demand base for both domestic 

and foreign productions and is therefore an important consideration for domestic 

producers in assessing financial risk before undertaking a production.  As such, a 

country’s population size, as officially reported by its national government, is predicted 

to be positively related to the number of domestic productions (H1).  In parallel, the 

population size of countries is predicted to be positively related to the amount of monies 

allocated to productions through public financing (H2), which in turn will positively 

affect the number of domestic productions (H3).  The increased number of domestic 

productions should logically lead to an increase in the number of domestic productions 

that are released on to the local market (H4); it is important to note the differentiation 

between productions and releases as not all productions are actually released on to the 

market for various reasons.  Finally, the number of domestic releases is predicted to be 

positively related to the domestic share of the movie market (H5) and negatively related 

to the market share for U.S. movies (H6).  Its effect on the share of European movies 

other than domestic productions is less obvious and remains an empirical question (H7).  

In other words, it is proposed that, overall, the market share of U.S. movies is negatively 

related to population size, because of the population size’s effect on the production and 

public financing which in turn enhance the number of domestic films released, thereby 

increasing the domestic market share at the expense of the U.S.. 
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Both the country population size (H8) and the number of domestic movies 

released onto the market (H10) are predicted to be positively related to the number of 

cinema seats in a market.  The number of domestic releases (H11) and the number of 

cinema seats in a market (H9) are predicted to be positively related to the number of 

overall movie theater admissions.   

Model Testing 

 Table 2 provides the descriptive statistics for the main variables in the model, and 

table 3 provides all inter-correlations.  The proposed relationships were tested using 

structural equations modeling with EAO industry data from 34 countries for calendar 

year 2002 to provide adequate variance on each of the proposed factors.  It was decided 

to conduct a cross-sectional analysis of the 2002 data, as it was the most recent and 

complete dataset.  A longitudinal analysis was not feasible due to missing data for the 

preceding years.  The 2003 dataset was not completely compiled at the time these data 

were acquired.  A first model was fitted to the data that included all proposed 

relationships.  This model yielded a Chi-square of 184.33 with 25 degrees of freedom (p 

< .01).  As table 4 illustrates, all but one of the relationships are supported (the 

relationship between domestic releases and European shares).  However, because the fit 

indices suggest that the model is too complex (CFI = .502), a more parsimonious model, 

with only the more applicable relations, was then tested.  

This reduced model does not include the path leading to overall admissions since 

that variable is not predicted to affect market shares.  Figure 1 provides an overview of 

the conceptual model.  The reduced model also does not include the general European 

shares since it was found to be unaffected by domestic productions and releases.  

Therefore, the reduced model included only the key research propositions, 1 through 6.  
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To resolve the fact that the different market share variables are functionally related, two 

models were fitted, one focused on domestic market share only, and the other focused on 

U.S. market share only.  The fit of the domestic market share reduced model is much 

improved, yielding a Chi-square of 18.59 with 5 degrees of freedom (CFI = .840; 

RMSEA = .287), and with all relationships significant (R2 = .552).  Similarly, the fit of 

the U.S. market share reduced model is improved, with a Chi-square of 22.08 with 5 

degrees of freedom (CFI = .793; RMSEA = .322), and supporting all proposed 

relationships (R2 = .546).  Thus we find a significant path flowing from population size to 

national productions and public financing which, in turn, increases the number of national 

productions, leading to an increase in number of national releases, and the related 

increase in domestic market share at the expense of the U.S..  Of course, interpretation of 

these results must be cautious given the small sample size.  Although the relationships 

were significant, additional data points would be needed to stabilize the statistical 

properties underlying the estimators and thereby provide for a stronger test of the model 

(MacCallum and Austin 2000).  The RMSEA scores are above the recommended levels 

for good model fit but the relative Chi-squares (the Chi-square fit index divided by the 

degrees of freedom) for the two reduced models are within the recommended range of 

less than 5 (Kline 1998).  This provides more confidence for the results, since the relative 

Chi-square indicators are less dependent on sample size (Carmines and McIver 1981). 

Additional Analyses and Insights 

Table 3 provides all inter-correlations between the variables in the model.  Total 

public financing, which, as shown in the model, indirectly impacts both domestic 

(positively) and U.S. (negatively) market shares, is also positively related to the number 

of co-productions (r = .87, p < .01).  In the European Union, this could be attributed to 
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provisions like the European Convention on Cinematographic Co-productions, which 

encourages member states to work together on productions in an effort to preserve 

European cinema and culture while also preserving national production subsidies (EC 

1992).  The number of European co-productions has steadily increased since the 

implementation of this and fifty other such initiatives (EAO 2004).  

Correlational analyses can also provide further insights into the relationships 

between other factors reported in the EAO dataset.  For instance, the correlation between 

national productions and national releases is .80 (p < .01).  On average, of the 29.87 

movies produced, only 19.74 were released at the theater.  This can occur for numerous 

reasons, including the inability to secure distribution channels. 

This possibility deserves further investigation but data regarding distribution 

channel control were only available for the top five European markets and thus could not 

be incorporated into the model.  However, what data were available allowed a partial test 

of the proposed interrelationships between distribution and market shares.  In order to 

increase the statistical power for the test, the data were compiled for the five countries 

and for two latest available years (2002 and 2003), thereby providing 10 data points.  The 

plot (see Figure 2) demonstrates a direct linear and positive relationship between U.S. 

control of the distribution channels and U.S. market share and indeed the correlation 

between the two variables is positive and significant (r = .76, p < .01).  Share of U.S. 

distribution is also significantly and negatively correlated with domestic market share (r = 

-.59, p < .10).  These additional analyses confirm that the U.S.’s control of distribution 

channels is a crucial factor in the success of American movies.   
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The number of screens in a national market is often used as a crucial factor in 

analyzing movie markets (Swami, Eliashberg, and Weinberg 1999).  However, the 

number of seats is an equal indicator as the two are correlated at the .91 level.  The 

number of theater seats might also be a more representative measure since consumers 

purchase a ticket for a seat to view the product projected on the screen and also since not 

all screens (or theaters) accommodate the same number of consumers per exhibition, 

which complicates uniform comparisons across screens.  The analysis reported here 

confirms that the correlation between the numbers of seats (or screens), and domestic 

production and domestic releases is in fact spurious.  Since population size is positively 

and significantly related to both the number of seats in the country (r = .77, p < .01) and 

the number of domestic releases (r = .55, p < .01), this creates a significant and positive 

correlation between the number of seats in the country and the number of domestic 

releases (r = .63, p < .01).  Arguably, it is population size that explains this entire set of 

interrelationships.  Indeed, when controlling for population size, the partial correlation 

between number of seats and domestic releases drops to non-significant levels (r = .37, p 

> .01). 

A similar conclusion can be derived from the inter-relationships between ticket 

prices, GDP per capita, and average number of admissions.  The average number of 

admissions per person appears to be positively related to the average ticket price (r = .68), 

suggesting that the more expensive a ticket is, the more someone goes to the movies.  

Yet, GDP per capita is related to both average ticket prices (r = .75, p < .01) and average 

number of admissions (r = .71, p < .01), therefore suggesting that it is GDP per capita that 
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is driving the relationship: the richer the country, the more expensive tickets and also the 

more people go to the movies. 

Limitations and Future Research 

Notwithstanding support for the proposed model, the findings are limited by the 

lack of reliable longitudinal data and the limited availability of data from all national 

markets.  Fortunately, organizations such as the EAO and Media Salles are making great 

strides to amass data for many of the world’s largest movie markets; of course differing 

compilation methods complicate potential comparative analyses.  Nevertheless, these 

efforts will allow for the development of country specific models to provide micro level 

analysis and more accurately discern the differences between markets.  As previously 

mentioned, an additional caveat is the limited number of countries currently providing 

market share and consumption data.  A truly comprehensive global movie market model 

would ideally include data from many more, if not all, national markets, as the increase in 

data points from other markets would improve external and ecological validity (Holbert 

and Stephenson 2002).  As such, future research should continue to develop robust 

models to better assess the interplay between the factors that affect movie markets. 

CONCLUSION 

U.S. multinational corporations continue to solidify their control of global media 

assets thereby ensuring that there is an American influence on many audiovisual products 

consumed throughout the world; such control is considered paramount in marketing a 

global culture (Isaak 2004).  Yet, the findings suggest that the U.S.’s dominance of the 

global movie industry is not unchallengeable.  In fact, it has declined over the past four 
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decades as multiple countries have emerged as global challengers in numerous markets 

(Hoekman and Kostecki 1995).   

Therefore, those competing against U.S. productions need not assume a defeatist 

attitude nor focus solely on national defense strategies; instead, these studios should 

strive to develop an international offensive business strategy (Hill 2005).  To this end, 

European countries have been criticized for their incessant focus on protecting their 

domestic markets from foreign products and funding local movie productions rather than 

focusing on efforts to promote the consumption of domestic productions locally and 

abroad (Puttnam 1997).  Although the analysis presented here demonstrates a positive 

relationship between public financing and domestic market share, more research is 

warranted to determine whether public financing also contributes to garner market share 

for domestic productions in the international marketplace.  Still, there is credence for 

considering shifting public financing from producing movies to promoting movies 

internationally. 

No corporation truly operates globally in every market nor can it completely 

saturate any given market (Ohmae 1985).  Therefore, movie studios confronted with 

dominant competition must seek potential niche markets (Carvajal 2005).  From an 

international business perspective, the key strategy to challenge American movie 

dominance is for competing studios to gain market share in the U.S. given that American 

studios reap their return on investments domestically, which in turn allows them to 

undercut competition in foreign markets since they can operate below competitor’s cost 

(Hill 2005).  To date, U.S. studios have managed to protect their home market from 

foreign competition by controlling the distribution system and other means (Puttnam 
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1997).  However, there is now great potential to circumvent the traditional distribution 

system and sell audiovisual goods directly to consumers.   

Given that one of the key factors appears to be control of distribution, one 

potential opportunity for smaller players lies in modern technologies that allow 

audiovisual products to be transferred around the globe via the Internet with relative ease.  

This has already been achieved with great success in the distribution of digital music 

through services such as Apple’s iTunes.  The potential to also distribute movies is 

exemplified by the proliferation of pirated productions through peer-to-peer sharing 

applications (e.g., Kazaa, BitTorrent, etc.).  Having seen the potential and fearing 

continued piracy, the large American studios are now contemplating online and video-on-

demand distribution themselves, and thereby circumventing the very distribution system 

they now dominate in order to sell directly to consumers (Economist 2006).  To this end, 

several U.S. cable companies are currently developing technologies that will allow them 

to distribute movies on demand directly to consumers.  However, video-on-demand 

requires that consumers possess specific cable company hardware, whereas online 

distribution does not.   

In order to obtain a larger share of the world’s movie market, especially in the 

U.S. where non-American movies are becoming rarer, foreign studios should embrace the 

concept of direct distribution to consumers (Kaufman 2006).  This would allow them to 

both market and distribute their productions on the Internet at a minimal cost while 

circumventing the traditional distribution system.  There already exists software controls 

to limit illegal movie distribution, which would make download specific hardware (i.e., a 

transmission receiver or cable box) unnecessary and more easily facilitate distribution.  
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To this end, some small independent European film makers are already jointly working 

towards developing a business model to allow them to distribute their productions on 

demand via the internet (Briggs 2005; Osborn 2005).  Such on demand distribution 

business models have been acknowledged as a formidable challenge to the traditional 

Hollywood movie model and could result in major share loss for the major U.S. studios 

(Chaffin 2006). 

Compared to the major European studios, these smaller studios are more 

motivated to seek such radical business solutions since their portion of the world’s movie 

market is so minuscule and their continued existence remains uncertain.  In the 

alternative to online distribution, foreign studios could utilize a rental distribution scheme 

whereby DVDs are mailed to consumers.  This model has already proven highly 

successful for the U.S. company Netflix.  The bottom line is that competitors must stop 

primarily focusing their efforts to compete with U.S. movies in the theater and instead 

develop strategies which allow them to compete on the full spectrum of the movie 

market.  As implied in the opening quote, non-U.S. producers must stop trying to shield 

their markets by relying on the cultural argument and realize that the movie industry is a 

business first and foremost (Ulff-Møller 2001; Puttnam 1997). 
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TABLE 1: OPERATIONAL DEFINITIONS 
 
 

Item Operationalization Source 
Admissions Aggregate number of paid entries into a movie screening in 2002. EAO (2004) 
Co-productions Movies not completely produced domestically, but produced in 

conjunction with one or more other countries in 2002. 
EAO (2004) 
 

Distribution Channel Means to transfer product or service from producer to consumer. EAO (2004) 
Domestic Productions Movies completely produced domestically in 2002. EAO (2004) 
Domestic Releases Number of domestic productions released on the domestic market in 

2002. 
EAO (2004) 

Market Share The proportion of ticket sales controlled in 2002. EAO (2004) 
Number of Seats Aggregate number of movie theater seats available nationally in 

2002. 
EAO (2004) 

Population Size All people inhabiting a specified country as reported by the 
country’s national government in 2002. 

CIA (2005) 

Public Financing Monies given by the government to produce movies in 2002.  This 
funding excludes monies generated through movie specific tax 
schemes. 

EAO (2004) 
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TABLE 2: DESCRIPTIVE STATISTICS 
 
 

 
Variable Mean SD 

Population (millions) 21.06 31.36 
Domestic Productions 19.74 27.60 
Total Public Financing (million Euros) 40.77 95.78 
Domestic Releases 29.87 41.40 
Number of Seats (thousands) 225.49 348.16 
Number of Admissions 34.89 55.11 
U.S. Market Share 74.10 9.36 
Domestic Market Share 11.30 8.35 
EU Market Share 13.71 6.59 
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TABLE 3: CORRELATION TABLE 
 
 

Variables Population 
Domestic 

Productions 
Public 

Financing 
Domestic 
Releases 

Number of 
Seats Admissions 

Domestic 
Market 
Share 

U.S. 
Market 
Share 

Population 1 .666(**) .642(**) .552(**) .770(**) .667(**) .383 -.149 
Domestic 
Productions .666(**) 1 .702(**) .797(**) .902(**) .830(**) .589(**) -.519(*) 

Public 
Financing .642(**) .702(**) 1 .872(**) .708(**) .739(**) .588(**) -.408 

Domestic 
Releases .552(**) .797(**) .872(**) 1 .631(**) .759(**) .668(**) -.521(*) 

Number of 
Seats .770(**) .902(**) .708(**) .631(**) 1 .947(**) .486(*) -.237 

Number of 
Admissions .667(**) .830(**) .739(**) .759(**) .947(**) 1 .479(*) -.245 

Domestic 
Market Share .383 .589(**) .588(**) .668(**) .486(*) .479(*) 1 -

.727(**)
U.S. Market 
Share -.149 -.519(*) -.408 -.521(*) -.237 -.245 -.727(**) 1 

**  Correlation is significant at the 0.01 level (2-tailed). 
*  Correlation is significant at the 0.05 level (2-tailed). 
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TABLE 4: MODEL RESULTS 
 
 

Path 
Direct Effects 

Standardized 
Weights 

Critical 
Ratios 

Significance 

MODEL 1    
Population Size → Domestic Productions (H1) .0000003 2.32 p < .05 
Population Size → Public Financing (H2) .0020562 4.54 p < .05 
Public Financing → Domestic Productions (H3) .0001292 2.89 p < .05 
Domestic Productions → Domestic Releases (H4) 1.144469 6.95 p < .05 
Domestic Releases → Domestic Share (H5) .1216921 3.74 p < .05 
Domestic Releases → U.S. Share (H6) -.1062164 -2.54 p < .05 
Domestic Releases → EU Share (H7) -.0239644 -.70 p > .05 
Population Size → Number of Seats (H8) .0043682 2.88 p < .05 
Number of Seats → Number of Admissions (H9) .0001301 10.38 p < .05 
Domestic Releases → Number of Seats (H10) 3517.76 2.94 p < .05 
Domestic Releases → Number of Admissions (H11) .3166203 3.06 p < .05 
    
MODEL 2    
Population Size → Domestic Productions (H1) .0000003 2.32 p < .05 
Population Size → Public Financing (H2) .0020562 4.54 p < .05 
Public Financing → Domestic Productions (H3) .0001292 2.89 p < .05 
Domestic Productions → Domestic Releases (H4) 1.144469 6.85 p < .05 
Domestic Releases → Domestic Share (H5) .1216921 3.76 p < .05 
Domestic Releases → U.S. Share (H6) -.1062164 -2.55 p < .05 

* Note: All variables were included in the model in absolute numbers (e.g. population is exact size of population; domestic production is exact 
number of domestic productions), hence the size of the coefficients. 
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FIGURE 1: CONCEPTUAL MODEL FOR MOVIE MARKET SHARE 
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FIGURE 2: RELATIONSHIPS BETWEEN SHARE OF DISTRIBUTION AND SHARE 

OF MARKET IN EUROPE 
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A CROSS-SECTIONAL SURVEY OF MOVIE CONSUMPTION IN THE UNITED 

STATES 

 
 
 
 
 
 
 
 
 
 
 
 

ABSTRACT 

This paper aims to assess the relationship between ethnocentrism and global 

openness and U.S. moviegoer consumption choices, particularly of foreign movies.  

Global openness reflects a willingness to interact with foreign people and cultures, 

including culturally based products.  Ethnocentrism is a psychosocial construct depicting 

the proclivity for individuals to view their own group as superior and to reject people 

who are culturally dissimilar.  The extant research suggests that ethnocentrism should be 

positively related to consumption of domestic movies whereas global openness should be 

positively related to consumption of and desire for watching foreign movies.  Survey data 

collected from a sample of U.S. moviegoers were used to test these propositions and 

gather qualitative insights from open-ended responses regarding the meaning of movies 

for U.S. consumers. 
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A CROSS-SECTIONAL SURVEY OF MOVIE CONSUMPTION 

IN THE UNITED STATES 

 
 

INTRODUCTION 

Some have asserted that little academic research has been conducted over the past 

century to better understand U.S. moviegoer consumption choices (Austin 1989).  This 

paper focuses on movie consumption in the single most significant movie market in the 

world, both in terms of production and consumption.  The aim of this paper is to shed 

light on the factors contributing to the decision-making process of U.S. moviegoers in 

deciding to consume a movie, especially foreign productions. 

Today, the U.S. movie market represents the single largest and most profitable 

market in the world.  Of the country’s nearly 290 million inhabitants, 167.6 are 

moviegoers, each consuming an average of 5.4 movies at the theater in 2003 (USCB 

2003, MPAA 2004).  In 2003, the U.S. market grossed $9.49 billion, representing 46.7 

percent of the world’s market (MPAA 2004).  The U.S. movie market has been 

dominated by domestic productions for nearly a century (Vogel 2004).  Foreign movies 

are rarely exhibited in American theaters and are often only exhibited at smaller 

independent theaters (Kaufman 2006).  In 2003, American movies accounted for 

approximately 96 percent of the movies exhibited in the U.S., with the majority of 

foreign movies originating in the United Kingdom (MPAA 2004; EAO 2004).  The vast 

majority of foreign movies on the U.S. market seldom generate over a million dollars at 

he box office (Kaufman 2006).   
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Since the 1920s, U.S. movies have maintained a dominant position both 

domestically and internationally (Ulff-Møller 2001).  This domination purportedly biases 

domestic movie audiences’ choices given there are no real alternatives to consuming U.S. 

productions.  Many U.S. movie industry executives justify their not actively distributing 

foreign movies by contending that American movies are of better quality and that U.S. 

audiences will not tolerate movies with voiceovers or subtitles (Puttnam 1997).  

However, these arguments are overly simplistic and lack empirical data to support them.  

Nevertheless, U.S. movie consumers have had little, if any, opportunity to experience 

foreign movies.  The lack of foreign productions on the U.S. market is attributable to 

many historical and economic circumstances which are beyond the scope of this paper, 

although a brief synopsis will be provided.  However, the most evident factors which 

have hampered foreign movie competition on the U.S. market are war and the mere 

immensity of America’s strong economic and diplomatic influence following the wars 

(Ulf-Møller 2001).   

World Wars I and II devastated numerous industries for those engulfed in the 

conflicts.  However, American industries went relatively unscathed and were therefore 

better positioned for commercial activities at the conclusion of both armistices (Yergin 

and Stanislaw 2002).  Contrarily, the U.S.’s main movie competitors, France and 

Germany, lost their market shares domestically and abroad as a result of the conflicts; 

this allowed American studios to expand their own market shares (Ulf-Møller 2001).  

U.S. studios were also able to inundate foreign markets with a large number of movies 

that had been stockpiled as a result of limited opportunities for exportation during 

hostilities (Puttnam 1997).  These movies were distributed at low cost given the large 
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number of movies awaiting export and since the movies’ investment had already been 

recouped in the domestic market.  These low cost exports resulted in foreign markets 

being flooded with American productions that domestic studios could not compete with 

numerically or on cost (Ulf-Møller 2001).  Consequently, foreign studios were unable to 

maintain domestic market share which in turn resulted in a loss of revenues.  The 

decrease in revenues resulted in decreased domestic productions, which in turn limited 

export opportunities.   

The U.S. Departments of State and Commerce have also been parties to ensuring 

that domestic productions maintain a dominant market shares domestically and 

throughout the world by undercutting foreign competition (Ulf-Møller 2001; Puttnam 

1997).  An exhaustive review of the government’s actions is beyond the focus of this 

paper, but a few will be briefly discussed simply to provide some insight.  First, the U.S. 

government attached movie import requirements as part of economic aid packages 

following the wars.  Second, and most importantly, the government sanctioned American 

movie studios to operate as cartels abroad with the passage of the Export Trade Act, now 

known as the Export Trading Company Trade Act (USGPO 2005).  At the same time, 

cartelistic corporate behavior is deemed anticompetitive and illegal domestically.  Third, 

although U.S. executives and the government continually complain that foreign 

governments are subverting free market principles by subsidizing their domestic movie 

industries, American movie exports benefit from the U.S. government’s ability to finagle 

movie trade concessions in conjunction with other industry trade deals (Ulf-Møller 2001).  

Furthermore, the U.S. government has instituted tax provisions which reduce tax 

liabilities for movie revenues generated abroad which greatly enhances the bottom-line 
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for American studios (Puttnam 1997).  Arguably, such tax provisions are essentially 

subsidization at the end of the movie cycle instead of at the beginning. 

The current U.S. market situation is not solely a function of corporate or 

government tactics, but it may also be attributable to the American consumer.  The U.S. 

is a free-market based economy (Yergin and Stanislaw 2002) where changes in consumer 

behavior alter market dynamics. 

CONSUMER FACTORS 

The constructs of ethnocentrism and global openness can be especially useful in 

predicting moviegoer consumption choices.  One could posit that the propensity of the 

American audience to primarily consume domestic movies reflects the citizenry’s 

ethnocentric tendencies and a lack of global openness.  Global openness, also referred to 

as cultural openness, reflects a willingness to interact with foreign people and cultures, 

including culturally based products (Suh and Kwon 2002, Sharma, Shimp and Shin 

1995).  It connotes both cognition and emotion, whereby the human will is engaged in 

learning about global differences and similarities (Wenger 1998).  Wenger (1998) 

identified three essential components of cultural openness: (a) a desire for cross-cultural 

understanding, (b) cultural self-awareness, and (c) the development of cross-cultural 

skills, such as languages.   

Ethnocentrism is a psychosocial construct depicting the proclivity for individuals 

to view their own group as superior and to reject people who are culturally dissimilar 

(LeVine and Campbell 1972).  This concept was first adapted into consumer research by 

Shimp and Sharma (1987) who developed an instrument to capture consumer 

ethnocentrism.  Research found it to be an important predictor of domestic versus foreign 
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purchases.  For instance, Balabanis and Diamantopoulos (2004) found it to be positively 

related with preferences for domestic products and negatively related with preferences for 

foreign products.  They further found that it was a more consistent predictor of the former 

than of the latter.  The notion of ethnocentrism is particularly important when the 

economic livelihood of domestic products is threatened by foreign competition (Shimp 

and Sharma 1987).  

RESEARCH OBJECTIVES 

The extant research suggests that ethnocentrism should be positively related to 

consumption of domestic movies whereas global openness should be positively related to 

consumption of and desire for watching foreign movies.  To test these propositions, 

survey data were collected from a sample of American moviegoers to test the 

relationships between movie consumption and the constructs of interest and the 

qualitative insights gained from open-ended responses regarding the meaning of movies 

for American consumers were analyzed. 

METHODOLOGY 

Participants 

Data for this study were collected at a large public American university.  Students 

from business and psychology courses were invited by email to complete an online 

survey about movies.  Participation was encouraged with the use of free movie tickets to 

a theater of their choice.  A total of 1,500 students were contacted and 480 participated in 

the survey.  Of these, 405 were native U.S. citizens. 
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Data Collection Context 

The local movie theater market consists of 26 movie theaters within a 30 mile 

radius of downtown.  Twenty-three (279 screens) of these theaters exhibit recent releases, 

which are primarily American productions.  The remaining three theaters (10 screens) are 

art-house theaters that focus on exhibiting first-run independent and foreign movies.  

These three theaters offer less seating and are located away from the larger theaters, 

which are mostly in close proximity to areas (e.g., shopping centers) that regularly attract 

large numbers of people.  The art-house theaters belong to Landmark Theaters which is 

the largest art-house operation in the country; even so, it only operates 208 of the 

country’s nearly 36,000 movie screens (MPAA 2004).  Landmark Theaters is also the 

only national movie theater chain committed to screening foreign language productions 

(Banowsky 2006). 

Survey Measures 

Movie consumption was addressed by having respondents list the last five movies 

they had watched at a movie theater over the past month.  This actual consumption 

measure ensured the validity of the answers.  The same set of questions was asked about 

home consumption of movies in the past month.  All reported movies were subsequently 

coded by country-of-origin to allow for accurate ratios of U.S. and foreign movie 

consumption to be computed.  Respondents were also asked a series of questions 

regarding the factors which contribute to their decision to consume a movie and the type 

of movies they prefer. 

In a set of 5-point Likert scale items, respondents indicated their level of 

agreement with a series of statements, where items from the two key constructs were 

intertwined: ethnocentrism (Shimp and Sharma 1987) and global openness (Suh and 
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Kwon 2002).  Some of the statements were modified to specifically measure attitudes 

towards motion pictures versus products in general (see appendix).  

Control measures included: (1) how far the respondent travels to see a movie at 

the theater; (2) the average price of a ticket; (3) the importance, on a 5-point Likert scale, 

of each of nine factors in choosing a movie at the theater: main actor/actress, previews, 

reviews, word of mouth, awards, country-of-origin, director, what people going with 

them want to see, advertising, language; and (4) their attitudes, also on 5-point scales, 

toward different movie genres (action, drama, romance, comedy, suspense, horror, 

documentary, science fiction).  Respondents also indicated what percent of the time they 

go to the movies alone and how much influence others have on their decision, if they go 

with others (on a 5-point Likert scale: no influence at all – a lot of influence).  They then 

indicated whether it is more common for them to watch foreign movies with subtitles or 

voice-overs, whether they prefer Hollywood or independent films, and domestic or 

foreign films.  If they preferred foreign movies, they were asked to list what countries in 

particular and why. 

Demographic information included the respondents’ country-of-origin, current 

city of residence, their native language, and other languages they speak fluently.  In order 

to participate in the movie ticket lottery, respondents entered their email address and 

indicated whether they preferred tickets for domestic or foreign movies, and the movie 

theater of their choice. 
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RESULTS 

Descriptive Statistics 

The sample included 480 complete responses (151 males), of which 405 were 

from U.S. born citizens.  The mean age was 22.5 (SD = 3.8).  Although this was a 

convenience sample, this age group represents an important segment for movie 

consumption.  In 2003, those aged 12-24 comprised 39 percent of all moviegoers in the 

U.S. while only representing 21.5 percent of the population (USCB 2005; MPAA 2004).  

In terms of movie consumption, respondents had watched an average of 10.15 films 

overall in the past month.   

The most important factors for U.S. moviegoers when choosing a movie were: 1) 

word of mouth (what they hear about the movie) which scored 3.84 (SD = 1.00) on the 5-

point scale; 2) previews for the movie, scoring 3.66 (SD = 1.16); 3) what others going 

along want to see, scoring 3.56 (SD = 1.06); 4) the main actor or actress in the movie, 

scoring 3.54 (SD = 1.08); and finally 5) the language of the movie, scoring 3.54 (SD = 

1.35). Advertising, movie reviews, or awards were not deemed as important (respective 

scores of 2.74, 2.55, and 2.40).  Interestingly, the lowest of all the reported factors was 

country-of-origin, scoring only 1.98 (SD = 1.13).   

Ethnocentrism scores were computed by taking the mean of six items (α = .72).  

In general, ethnocentrism levels were low, with a mean of 1.95 (SD = .64).  These levels 

are lower than those reported in past research; for example, similar studies of U.S. 

consumers have reported means of 2.99 (Nielsen and Spence 1997), 3.05 (Shimp and 

Sharma 1987).  However, these findings are supported by recent research which has 

reported that America’s Generation Y, those born since 1980, have little or no 

ethnocentric tendencies (Werder and Roberts 2005).  The low mean is not completely 
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without precedence as the data were collected on the U.S. west coast where residents 

have exhibited more openness to foreign cultures compared to residents to the east 

(Howard 1989; Shimp and Sharma 1987).  This is attributable to the fact that large 

numbers of people from different ethnic backgrounds have and continue to immigrate and 

intermingle in this part of the country, hence exposing residents to varying cultures.  

Global openness (mean on 4 items, α = .74) was skewed to the high end of the scale: 

scores ranged from 2.75 to 5, with a mean of 4.15 (SD = .70).  The two constructs were 

negatively correlated (r = -.41, p < .01).  This is in line with the previously documented 

negative correlation between global openness, which reflects reduced cultural prejudice, 

and ethnocentrism, which captures the proclivity to view one’s own group as the center 

of the universe (Sharma, Shimp and Shin 1995). 

Correlational analyses indicate that ethnocentrism levels are positively related to 

the two movie selection criteria reflective of the movie’s origin: country-of-origin (r = 

.11, p < .05) and the language of the movie (r = .33, p < .05).  These findings indicate that 

those who are more ethnocentric are more likely to use a movie’s country-of-origin and 

language to determine whether or not to consume a movie compared to those who are 

less ethnocentric. On the other hand, global openness is negatively related to both 

variables, with correlations of -.03 and -.23 respectively (p’s < .05).  These findings 

indicate that the more globally open someone is, the less important a movie’s country-of-

origin or language. 

Consumption Analyses 

Consumption ratios were computed based on the reported movies watched at the 

theater.  On average, 95.86 percent of these movies were American.  Movie consumption 

was strongly skewed toward U.S. films. The skewness of the ratio of U.S. to total movies 
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was -4.14 (SE = .14), indicating a strong asymmetric distribution that does not represent a 

normal distribution (SPSS 2004).  Therefore, a transformation of the data was necessary.  

In order to assess the differences between consumer segments, three key segments were 

created: (1) Segment A included all those consumers who had not seen any movie at the 

theater in the past month (N = 111); (2) Segment B included all those consumers who had 

seen 100 percent American movies at the theater (N = 267); (3) Segment C included all 

consumers who had seen at least one foreign movie (N = 27).  Global openness and 

ethnocentrism scores were compared across segments.  As the literature suggested, 

consumers in segment B were more ethnocentric and less globally open than consumers 

in segment C (1.99 vs. 1.54 t(292) = 3.42 p <.01 and 4.08 vs. 4.56 t(292) = 3.43 p <.01 

respectively). Figure 1 provides a graphical illustration of these comparisons. 

To provide additional insights into the decision-making processes followed by 

each type of consumers, the ratings of movie decision factors were compared between 

segments B and C.  Interestingly, for segment C consumers, only language of the movie 

weighed less heavily than for segment B consumers (2.78 vs. 3.48, t(292) = 2.57, p < 

.01), suggesting that language issues may be a barrier to American movie consumers.  

None of the other factors (main actor/actress; previews, reviews, word of mouth, awards, 

director, country-of-origin, other people, advertising) differed between the two groups.  

This provides initial insights into the motivations for and resistance to foreign movie 

consumption amongst U.S. consumers.  A close investigation of the responses to the 

open-ended questions can further enlighten this issue. 

Analysis of Open-Ended Comments 

Respondents were asked in an open-ended format if they preferred movies from 

any specific country, and why or why not.  Due to the unstructured nature of this 
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question, the qualitative results do not allow for an in-depth analysis.  Nevertheless, the 

commentary does provide some additional insights into the respondents’ views and 

serves to elaborate on the quantitative data findings.  The open-ended comments were 

first reviewed and then 16 general themes within the responses were identified.  Each 

open-ended comment was codified for the presence of the themes.  Illustrative examples 

of the comments are displayed in Table 1.  

It is interesting to note that, even though few respondents had reported seeing 

foreign movies in the past month, the majority of the comments (67%) expressed an 

openness to seeing them.  A simple analysis of the open-ended comments provides some 

perspective into factors which may explain this seeming discrepancy.  For instance, 

11.7% brought up, without being prompted, the lack of access or limited exposure they 

have to foreign movies.  Very few outright stated that they disliked foreign movies 

(2.9%); that they would never watch one (4.3%); or that they found foreign films difficult 

to relate to (3.2%).  Still, it should be noted that 14.3% of the respondents did indicate 

that they found it easier to relate to and understand domestic films.   

Consumer Choices 

A truer test of participants’ openness to foreign films is their choice for the free 

movie tickets.  They were given the option to receive movie tickets for a domestic or a 

foreign film for participating in the study.  Chi-square analyses were conducted to 

compare movie choices between respondents who expressed global openness and those 

who did not (a dichotomous variable based on open-ended comment analysis).  Of the 

latter group, only 1.2% selected the foreign movie tickets whereas amongst those 

expressing higher global openness, 13.8% did.  This difference was significant (χ2 (1) = 

19.2, p < .01), but it should be noted that that percentage is still rather small in both cases.  
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Those selecting foreign movie tickets were more globally open (4.7 vs. 4.10; t(398) = 

5.37, p < .01) and less ethnocentric than those selecting domestic films (1.41 vs. 2.00; 

t(398) = 4.98, p < .01).  Therefore, even when U.S. consumers have the unequivocal 

option to consume foreign films, their choices are still skewed towards selecting domestic 

consumption.   

Data were also collected as to the number of languages the respondents fluently 

spoke.  There is some evidence that language skills may serve as an indicator for global 

openness.  Indeed the data revealed that respondents who spoke more than one language 

were more globally open than those who only spoke their native language (4.10 vs. 4.27; 

t(398) = 2.07, p < .05).  However, causality cannot be determined with cross-sectional 

data such as those collected in this study; therefore it is not possible to claim whether it is 

the knowledge of a second language that leads to greater openness or greater openness 

that creates the desire to learn another language.   

DISCUSSION 

This cross-sectional survey of a sample of young American moviegoers has 

confirmed that few of them watch foreign movies.  The data support the proposition that 

consumers’ propensity to watch foreign films is related to global openness (positively) 

and ethnocentrism (negatively).  It was also found that most respondents, although they 

may not have watched foreign films, expressed some interest in them.  The study offered 

some insights into the factors affecting acceptance and subsequent consumption of 

foreign movies.  On the one hand, as was advanced in previous research (Witkowski 

1998), language skills were related to global openness and thus may be an important 

predictor of foreign movie consumption.  On the other hand, access and exposure to 
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foreign film information emerged as some of the most significant limiting factors for U.S. 

consumers.   

U.S. studio executives have, without evidence, persistently argued that American 

audiences have little interest in consuming foreign films due to their inferior quality and 

language differences (Ulff-Møller 2001).  However, to the contrary, the results presented 

in this paper have demonstrated that American audiences appear to be open to consuming 

foreign films, but they may simply lack the opportunity.  As evidenced in the open-ended 

comments, U.S. respondents were rarely aware of non-American movies, although they 

responded positively to the idea of foreign films.  This is further complicated as U.S. 

studios routinely purchase the rights to successful foreign movies and talent in order to 

recreate the movies specifically for the American audience (Puttnam 1997).   

The qualitative and quantitative data presented in this study indicate that U.S. 

moviegoers rely heavily on contact points to both obtain information about a movie and 

to decide to view it.  As a result, foreign studios must embrace a more aggressive 

business model if they truly want to compete with American movies for U.S. market 

share.  The two main issues that appear to hamper foreign studios are limited distribution 

and marketing.  To this end, foreign movie makers spend relatively little money on 

marketing their products domestically or abroad in comparison to Hollywood productions 

(EAO 2004), which helps explain why U.S. consumers have little knowledge of foreign 

movies (Kaufman 2006).  In 2005, the major U.S. studios allocated an average of $34 

million towards a movie’s marketing expenditures (Glickman 2005).  Contrarily, foreign 

and small independent movies often rely on limited “grassroots” marketing campaigns 

(Banowsky 2006, p. A).  The total sum allocated to marketing major U.S. movies alone 
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dwarfs the total production budgets, including marketing expenditures, for any other 

country (EAO 2004).  Ideally, although U.S. moviegoers currently have little opportunity 

to consume foreign movies at the theater, their increased awareness of foreign 

productions by way of increased marketing efforts would lead to increased demand and 

result in more exhibition opportunities.   
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APPENDIX 
 
 

Global Openness: 
 

1. It is necessary to make an effort to understand other cultures’ perspectives and 
integrate them into my own way of thinking. 

2. Living and working in a foreign country may be an influential developmental 
experience in my own life. 

3. I enjoy being with people from other countries to learn their unique views and 
approaches. 

4. I have a real interest in other cultures and nations. 
 
Consumer Ethnocentrism: 
 

1. American consumers who watch movies made in other countries are responsible 
for putting their fellow American out of work. 

2. It is not right to watch foreign movies because it puts American workers out of 
jobs. 

3. Watching foreign movies is un- American. 
4. We should buy from other countries only products that we cannot obtain in our 

own country. 
5. We should watch American movies instead of letting other countries get rich off 

of us. 
6. American movies first last and foremost. 
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TABLE 1: THEMES WITHIN OPEN-ENDED RESPONSES 
 
 

Theme Illustrative Examples 

(GENDER, AGE OF RESPONDENT) 

Openness to Foreign 
Movies 

“I like foreign movies for their content but don't see them advertised 
much.  If I had a better understanding of what some foreign films 
were about I would probably go see more.” (F, 27) 

“I don't watch foreign films. It’s not that I won't but I haven't found 
one that interests me yet.” (F, 20) 

“It's not that I don't like foreign films, I just don't really get the 
opportunity to watch them very often. When I do I do enjoy them. I 
actually don't really have a preference. I'll watch any film as long as 
it's a good one.” (F, 21) 

Preference for U.S. 
Movies 

“I prefer American movies because they are all that I know.” (M, 
22) 

“I prefer American movies for no specific reason. I guess I'm more 
into the popular culture.” (F, 20) 

“I live in America therefore I have come to adopt the American 
attitude and perspective. I truly support the American film industry 
even though there is a lot of chaos and issues circulating.  Besides 
it’s all for entertainment - what else would people be doing if not 
watching movies?” (F, 23) 

Like Foreign Movie 
Genres, Actors and 
Cinematography 

“The French and Italian movies that I have seen are about people in 
love, happy, sad in everyday events. They are not blowing up 
buildings or saving the world in some extremely far fetched plot 
that any person with an IQ over 3 wouldn't be even remotely 
interested in.” (F, 22) 

“They incorporate a lot of unique techniques in their films. They are 
creative and open to different styles. Their story lines don't always 
follow the same patterns as American films.” (F, 23) 

“I like the actors and different points of views from the world. The 
films also portray subjects not often shown in American film and 
don't follow a classic Hollywood plot line.” (F, 20)  

Desire to Experience 
Foreign Cultures 

“Foreign movies focus on different values and aspects of daily life.” 
(F, 21) 

“Just watching the cultural differences between their culture and 
ours is an exciting thing to observe.” (F, 22) 

“To explore ideas or culture from different views unlike those here 
in the United States.” (F, 21)  
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Easier to Understand 
/ Relate to Domestic 
Films 

“American (films) because I am from America and understand the 
culture better.” (F, 21) 

“American (films) because I understand the cultural aspects of the 
film much better than I do in foreign films.” (M, 20) 

“I understand a lot American culture in American movies. If I see a 
foreign movie I might not get the most out of it. I might miss some 
things in the movie that a person of that particular culture might 
understand.” (M, 19) 

“American movies relate more to me since I am American.” (M, 20) 

Lack of Access or 
Exposure to Foreign 
Films 

“It is hard to find out about foreign films unless you search for that 
type of movie where as American films are all over the place.” (F, 
21) 

“Foreign films are a rarity in the U.S.” (M, 20) 

“I do enjoy a good foreign film now and again but my friends and I 
are bombarded with mainly Hollywood-type block-busters all the 
time.” (M, 22) 

“Because they're (American movies) more available and advertised. 
The movie theatres hardly ever have foreign films at them. If I 
heard how good a foreign film was however I would definitely see 
it.” (F, 21) 

“If I were introduced to foreign [films] I would definitely watch 
them, I just have more access to Hollywood.” (F, 20)  

No Consumption of 
Foreign Films 

“(I) only watch American.” (M, 22) 

“I do not watch foreign films.” (F, 21)  
Difficulty to 
Understand / Relate 
to Foreign Films  

“Foreign movies are too abstract.” (F, 21) 

“Foreign films have a stigma that they are to be critically viewed 
and interpreted while American movies are typically seen as just for 
fun.” (M, 20) 

“Some foreign movies are good but usually I don’t understand 
them.” (M, 21)  

Dislike of Foreign 
Films 

“I do not like to watch foreign movies.” (M, 23) 

“I do not enjoy foreign films.” (F, 21) 

Foreign Films Have 
Greater Realism 

“Creativity, solutions, climaxes, progressive and realistic. They are 
also more relative to human interactions daily lives, etc.” (F, 20) 

“I prefer un-Hollywood type of movies which seem to have a 
realistic or more natural setting and in most cases foreign film will 
have that.” (M, 25)  
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Dislike of 
Voiceovers or 
Subtitles 

“I go to the movies to relax not to read. Subtitles remind me I'm 
watching a movie and don't allow me to forget about what's going 
on around me.” (M, 24) 

“I can sit back and watch. I don't have to concentrate on subtitle[s] 
and miss things on screen or try to capture what they're really 
saying.” (F, 24)  

“I don't like to read subtitles because it hurts my eyes and I watch 
movies to sit back and relax. Voiceovers bother me because I like 
the mouths to follow the speech.” (F, 21) 

No Importance 
Placed on Country-
of-Origin 

“It's a mixture of the context of the movie and the mood I'm in 
which determines what movies I chose to see. If a country has put 
out a movie that intrigues me I'll watch it.” (F, 20) 

“Doesn't really matter what country at all. If I hear of a good film 
I'd be willing to go.” (F, 21) 

“Honestly, it doesn’t really matter which country the film is from. If 
it’s a good movie I don’t care where it’s made.” (F, 31) 

“I really like all movies. I don't prefer one over the other. American 
movies are just more available so that's what I watch.” (F, 22)  

Like U.S. Movie 
Genres, Actors and 
Cinematography 

“American films have higher budgets, better scripts, higher quality 
action, better actors/ actresses, better overall.” (M, 22) 

“American movies have special effects and in my opinion are 
better.” (F, 27) 

“American films in general make me feel good when I leave. 
Foreign films have adverse effects on me (depressing, etc).” (M, 22) 

“I prefer American Hollywood movies because they usually have 
the big actors and movie types that I like to see.” (M, 21)  

No or Little Foreign 
Film Experience  

“I don't usually watch foreign films but rarely if for a class.” (M, 
22) 

“I have not watched many foreign movies with subtitles. I am not 
able to fully concentrate and get the full effect of the movie when I 
am concentrating on reading. But the few that I have watched are 
very good.” (F, 20)  

Preference for 
English Language 
Movies 

“I prefer movies in English.” (F, 21)  

“Because I only speak English and watching foreign films distracts 
the progression of the story for me.” (F, 23) 

* It is recognized that some of these statements are reflective of more than one theme.   
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FIGURE 1: MEAN COMPARISONS ACROSS CONSUMER SEGMENTS 
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AN EMPIRICAL INVESTIGATION OF THE RELATIONSHIP BETWEEN ANTI-

AMERICANISM AND AMERICAN MOVIE CONSUMPTION IN FRANCE 

 
 
 
 
 
 
 
 
 
 
 

ABSTRACT 

Negative sentiment towards the U.S., or anti-Americanism, is prevalent in today’s 

world. This paper addresses its effects on consumer behavior. Given the domination of 

U.S. products in movie markets worldwide and the important role of movies in the 

preservation and promotion of local cultures, the research focuses specifically on the 

relationship between anti-American sentiment and American movie consumption. Cross-

sectional survey data of movie consumption collected in France during the political and 

diplomatic row over the Iraq war support the proposition that animosity toward the U.S. 

significantly affects American movie consumption. Implications for global U.S. 

businesses are addressed. 

 



 100

AN EMPIRICAL INVESTIGATION OF THE RELATIONSHIP BETWEEN 

ANTI-AMERICANISM AND AMERICAN MOVIE CONSUMPTION IN FRANCE 

 
 

“The nation which indulges toward another in an habitual hatred or an habitual 
fondness is in some degree a slave. It is a slave to its animosity or to its 
affection… The government sometimes participates in the national propensity, 
and adopts through passion what reason would reject; at other times it makes the 
animosity of the nation subservient to projects of hostility instigated by pride, 
ambition, and other sinister and pernicious motives.” 
 

 George Washington, U.S. President 
 Farewell Address, 17 September 1796 

 

As reflected in the opening quote, animosity has been a concern for the U.S. since 

its conception.  Animosity is defined as anger due to “previous or ongoing political, 

military, economic, or diplomatic events” (Klein, Ettenson and Morris, 1998, p. 90).  

Animosity is relevant not only to the world of politics, but also to that of international 

business as it has been shown to affect consumer preferences and choices (Klein, 2002).  

The past few decades have seen growing evidence of animosity toward the U.S. 

(Economist, 2005; Sardar and Davies, 2003).  A recent PEW research center study even 

indicated that anti-American feelings throughout the world are at an all time high (PEW, 

2005).  These findings were echoed by a separate study recently conducted in 18 Latin 

American countries (Latinobarómetro, 2005).  Yet, surprisingly, academic research 

linking animosity toward the U.S. to consumer behavior is lacking.  This research aims to 

fill this gap by investigating the relationship between animosity toward the U.S. and 

consumption in a global market dominated by U.S. products: the movie industry.   

The continued globalization of markets and the potential impact of movie 

consumption on local cultures make it important to document whether and how animosity 

toward the U.S. is related to consumption choices in the movie industry.  Motion pictures 
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were the first cultural artifact to command a large presence in foreign markets and to be 

consumed en masse (Ulff-Møller, 2001).  Consumption of movies can affect one’s 

values: movies transfer information, ideologies, and behavioral norms which in turn can 

serve as a catalyst for change within a society (Roach, 2001; Lull, 1995).  To this end, 

there has been ongoing concern over the potential of U.S. movies to tug at the social 

fabric of local cultures, especially where American productions dominate the marketplace 

(Puttnam, 1997; Kadmi-Cohen, 1930).  This paper integrates the construct of animosity 

toward the U.S. within a theoretical framework that incorporates the related consumer 

behavior concepts of ethnocentrism and global openness to propose and test a model of 

how each is related to movie consumption.  

This research answers the call for a better understanding of the factors underlying 

the consumption of international products (Sharma, Shimp and Shin, 1995) by examining 

the relationship between anti-American sentiment and movie consumption in France, a 

country where anti-Americanism is more pronounced now than ever before (Lacrone, 

2005).  France and the U.S. have had a long history of friendliness and animosity (Roger, 

2005) and this turbulent relationship is especially palpable in the movie industry.  France 

has presented the staunchest opposition to the mass presence of American movies due to 

a fear that their omnipresence would result in the demise of French culture (Ulff-Møller, 

2001).  The cultural battle between imported American and local productions is 

especially salient there given the nearly century old row over movie trade.  Like most 

countries, France’s movie market is dominated by U.S. imports but, unlike most national 

markets, it maintains a healthy number of local productions.  The intense two-sided 

competition between the French and American film industries dates back to the industry’s 
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infancy, nearly a century ago (Mathy, 2000).  Furthermore, the high degree of political 

and economic animosity between the two countries following the 2003 political and 

diplomatic crisis over the war in Iraq makes this selection particularly current and 

insightful (Lacrone, 2005).  What, if any, are the effects of anti-American feelings on 

movie consumption?  This question is addressed with cross-sectional survey data of 

movie consumption collected in France in the fall of 2003.  

LITERATURE REVIEW 

Anti-Americanism 

Negative sentiment towards the U.S., or anti-Americanism, persists for one reason 

or another and is exhibited by millions of people throughout the world (Sardar and 

Davies, 2003).  A recent study conducted by the PEW Research Center which sought to 

access global attitudes toward the U.S. found that respondents in a multitude of countries, 

including traditional allies, looked less favorably upon America now than any time 

before.  The study also found that the U.S. is actually perceived as a detriment to global 

prosperity (PEW, 2005).  Even Canadians, who have long shared many commonalities 

and very close relations with the U.S., are no longer keen to visit their neighbor to the 

south or consume its products due to anti-American sentiment (Economist, 2005).  This is 

not an isolated event and U.S. international business interests have been negatively 

impacted across many sectors (Sengupta, 2005; O’Brien, 2005; Oxford Analytica, 2003; 

CNN, 2003).   

Many U.S. businesses have recognized that anti-Americanism is a profound 

concern not to be lightly dismissed and have, therefore, sought to address it in order to 

maintain their global market positions (Kuehn, 2005).  However, addressing the causes of 
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anti-Americanism or the resulting negative externalities is no easy task.  Anti-

Americanism is not a clear construct as it varies in intensity of feeling, emanates from 

multiple sources and people often express conflicting and sometimes counterintuitive 

feelings (Berman, 2005; Sardar and Davies, 2003).  As such, animosity requires more 

detailed examination. 

Negative sentiment towards a country can be categorized in two forms: structural 

and particular.  The structural form is related to long-term sentiment that is rooted in 

major ideological, cultural, and religious differences (Oxford Analytica, 2003).  This 

form is difficult to address due to the nature of the differences and given that the feelings 

involved are often heavily engrained in the psyche of the people having developed over a 

prolonged period of time.  A good case in point is the long standing love-hate relationship 

between the U.S. and France.  Roger (2005) posits that French anti-Americanism is not 

tied to any conscious or experienced animosity, but rather stems from over two centuries 

of events that have now manifested into simply being part of the French culture itself.  In 

the case of France, anti-Americanism extends beyond the general construct of animosity -

- and also includes cultural and institutional components (e.g., public versus private 

services, etc.) of animosity (Roger, 2005).  In contrast, the particularistic form is 

relatively short-term sentiment which is reactive to a specific event; this form is more 

easily addressed given that such feelings have had little time to fester and since the event 

in question usually subsides in a relatively short duration (Oxford Analytica, 2003).  

Particularistic anti-Americanism is akin to the construct of animosity, which is rooted in 

past or ongoing military, political or economic events (Klein, Ettenson and Morris, 1998).  

Although previous research suggests that animosity toward the U.S. would negatively 
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affect the consumption of American products, consumer researchers have not directly 

addressed this relationship empirically.  This proposition is supported by some 

documented evidence of the consequences of anti-American sentiments on consumers’ 

boycotting of U.S. products throughout the world (Economist, 2005; CNN, 2003).  

The Importance of the Movie Industry in the Cultural Landscape 

The relationship between anti-American sentiment and the consumption of 

movies is particularly salient given the prevalence of U.S. movies on the global cinema 

scene.  The trade of audiovisual products between countries is undeniably inequitable.  

For example, in 2002, the major and independent U.S. studios exported approximately 

$14 billion combined in audiovisual products while importing a mere $153 million (albeit 

a $75 million increase from the year prior), $59 million of which was imported from the 

European Union (USEIB, 2002).  This trade imbalance and general domination of U.S. 

movies has been ascribed to the demise of some and stagnation of other state audiovisual 

industries.  For example, where once Hong Kong produced approximately 300 films 

annually, it will only produce about 60 movies in 2005, a reduction directly attributed to 

U.S. market domination (Sand, 2005). 

Societies have commercially and socially exchanged cultural products for 

millennia (Krasner, 1999).  What has changed in the last half century is not the sharing of 

information, but the frequency with which people throughout the world are exposed to 

foreign concepts.  Audiovisual products are now the most commonly transmitted cultural 

products due to the ease with which modern technologies exploit time and space 

(Friedman, 1999).  The audiovisual industry comprises “the production and distribution 

of recorded entertainment, such as motion pictures, television and radio programs, music, 

and music videos” (Chadwick, 2004, p. 3-1).  However, it is U.S. audiovisual products 
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that are most often being transmitted to foreign audiences (Herman and McChesney, 

1997).  For instance, whereupon Mexico once protested the importation of U.S. 

ideologies through a relatively small number of imported comic books, it now faces the 

same threat but on a much larger scale as a result of television and cinemas (Rollin, 

1989).  The movie industry’s role in the culture and economy of many countries also 

commands much political attention (Herman and McChesney, 1997) and nowhere is this 

more salient than in the European Union, whose movie policies are essentially those 

lobbied for by the French (van Elteren, 1996). 

With modern technologies allowing for more frequent interaction and trade 

between and within cultures, cultural industries have become big business endeavors.  

These industries are vital to many state economies; in the U.S., for example, they employ 

over three million people (Scott, 2002) and the entertainment sector is now the country’s 

single most important export industry (Jandt, 2004).  Although cultural products are not 

often afforded the same attention as traditionally traded commodities (e.g., durable 

goods), they do in fact generate large cash flows (Lull, 1995).  In 2004, for example, the 

U.S. movie industry alone generated over $22 billion in ticket sales (MPAA, 2005); and 

this does not account for the over $5.4 billion potential income lost to piracy or illegally 

downloaded movies, nor the hundreds of billions of dollars generated through ancillary 

markets and activities (e.g., movie rental and sales, cross-promotions, merchandising, 

product placements, etc), which together often surpass movie ticket sales (Standard and 

Poor, 2005; Wasko, Phillips and Purdie, 1993; BBC, 2005).  For instance, Star Wars: 

Attack of the Clones only generated $648 million in worldwide ticket sales but reaped 

over $4 billion in merchandising alone (Soar and Ericsson, 2000).  
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Concerns about the externalities associated with the exchanging of cultural 

products across borders have always existed.  This exchange facilitates the process of 

transculturation, the transfer of cultural images through space and time (Innis, 1991).  

Within cultures, cultural products have also been used by the societal and business 

leaders to reinforce or shape national identities as they desire.  Domestic uses of cultural 

products, especially audiovisual ones, have served both positive and negative causes 

ranging from correcting social problems such as alcoholism and dysfunctional families 

(Ging, 2002) to promoting prejudice and discrimination (Hull, 1969).  For example, 

although fretting over the U.S. homogenizing European culture, the European 

Commission has recently decided to try and harness the powers of the audiovisual 

industry to help solidify a sense of European Union nationality (Carvajal, 2005). 

Research Objectives 

Since the entertainment industry is dominated by U.S. productions, the construct 

of animosity is useful to explain potential resistance mechanisms linked to high degrees 

of economic, political, and war animosity toward the U.S..  There is no doubt that the 

international tensions over the war in Iraq have increased anti-American sentiments 

(Julius, 2005), but whether this has affected consumers’ choices remains an open 

empirical question.  Anecdotal evidence indicates that many U.S. multinational 

corporations have sought to deemphasize their American roots in an attempt to counter 

business losses (O’Brien, 2005) and that American consumers have boycotted products 

from countries, especially France (Economist, 2005), which did not support the war in 

Iraq or which openly voiced discontent (CNN, 2003).  Whether this extends to 

consumers’ movie choices is not clear as the recent PEW study (2005) found that 

American cultural products (i.e., movies, music and television programs) were still highly 
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popular even in countries where people rejected the spread of American ideology and 

customs (PEW, 2005).  In an industry dominated by U.S. productions, what, if any, are 

the effects of anti-American feelings on consumption?   

Based on previous animosity research linking animosity to consumption of 

products from the target country (Klein, Ettenson and Morris, 1998), high animosity 

toward the U.S. should be related to lower U.S. movie consumption.  Therefore,  

H1: Animosity toward the U.S. is negatively related to U.S. movie consumption.  

Consumers with high animosity watch fewer U.S. movies than consumers with low 

animosity. 

 However, animosity should not affect consumption of domestic films.  Hence, 

H2: Animosity toward the U.S. is not related to domestic movie consumption or 

consumption of foreign non-U.S. movies. 

Previous animosity research has focused on the interrelationships between the 

animosity construct and other constructs relevant to foreign product consumption. In 

particular, animosity is anchored in a nomological network that often includes 

ethnocentrism.  Ethnocentrism represents the general view that one’s group is central and 

it has been shown to negatively relate to attitudes toward and purchase of foreign 

products (Shimp and Sharma, 1987).  It was shown to be positively related to animosity 

(Klein, 2002) and to also negatively affect consumers’ willingness to buy foreign 

products, and in turn, their actual ownership of these products (Klein, Ettenson and 

Morris, 1998).  It is thus expected that: 

H3: Animosity toward the U.S. is positively related to consumers’ ethnocentrism. 

Another related construct is cultural openness, also called global openness (Suh 
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and Kwon, 2002), which reflects interest and openness to experience and acceptance of 

other cultures (Sharma, Shimp and Shin, 1995).  It is predicted that it will be negatively 

related to animosity.  

H4: Animosity toward the U.S. is negatively related to consumers’ global openness. 

Finally, in predicting the proportion of American movies consumed, animosity 

was hypothesized to be the most important driver of consumer choices.   

H5: Animosity is the only construct related to American movie consumption. 

 Based on the extant literature, two additional hypotheses were developed to 

capture the relationships between ethnocentrism, global openness, and movie 

consumption.  Specifically, previous research predicted and found a negative correlation 

between the constructs of global openness, which reflects reduced cultural prejudice, and 

ethnocentrism, which captures the proclivity to view one’s own group as the center of the 

universe (Sharma, Shimp and Shin, 1995).  Therefore, it is expected that: 

H6: Ethnocentrism is negatively related to consumers’ global openness. 

 Previous research further suggests that these constructs should be related to actual 

consumption.  Ethnocentrism should be positively related to consumption of domestic 

products and global openness should be positively related to consumption of foreign 

products.  Thus, 

H7: Ethnocentrism is positively related to domestic movie consumption. 

H8: Global openness is positively related to foreign movie consumption. 

These hypotheses are summarized in the conceptual model in Figure 1. 

METHODOLOGY 

The research questions were addressed with cross-sectional survey data of movie 
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consumption collected in France in the fall of 2003, during the Franco-American 

diplomatic row over the Iraq war. 

The French Situation 

France’s cultural animosity towards the U.S. gained prominence in the mid-1850s 

when the concept of Americanism and its negative connotations manifested among the 

French elite (Lacorne, Rupnik and Toinet, 1986).  This form of animosity became even 

more prevalent as the French elite perceived American cultural products, especially 

movies, as being mass produced for uncultivated audiences which would ultimately 

“corrupt and degrade the soul of the people” given the unsophisticated, vulgar, and 

materialistic content (Kadmi-Cohen, 1930, p. 106).  The French government instituted 

numerous policies, ranging from quotas to taxation, in an effort to reduce the inflow of 

American movies.  However, U.S. studios, with the help of their own government, have 

always managed to overcome such obstacles (Ulff-Møller, 2001).  It should be noted that 

neither the French elite nor the government desired to completely halt the importation of 

American movies; rather, they simply desired to decrease the number of imports to a 

level that ensured domestic studios would have an opportunity to compete and maintain a 

certain degree of the market to ensure their continued existence (Ulff-Møller, 2001). 

Although dominated by U.S. productions, the French movie market has presented 

one of the most steadfast competitive markets.  France has a healthy domestic production, 

accounting for 35% of the market in 2003 and, whereas U.S. productions often command 

a vast majority in foreign movie markets, they only account for about 53% of the French 

market (CNC, 2005).  As Figure 2 demonstrates, this has remained a relatively stable 

trend since 1989.  Furthermore, French productions present the most competition for U.S. 

movies in the European market overall (Figure 3; EAO, 2004).  Figure 3 also captures the 
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omnipresence of American movies throughout Europe.  Such American dominance has 

garnered much criticism; for instance, a former French Culture Minister referred to such 

supremacy as not just unduly conquering markets but also “peoples’ trains of thought, 

ways of life” (Cinquin, 1989, p. 12).   

Methodology and Sample 

Data were collected with the assistance of two private French undergraduate 

institutions which granted access to their business students.  Both schools forwarded 

email invitations for students to partake in an internet-based survey regarding their movie 

consumption.  A total of 1,500 students were contacted.  Respondent participation was 

encouraged with the use of a lottery for free movie tickets to a theater of their choice.  A 

total of 417 participated, thereby yielding a response rate of 27.8%, somewhat higher 

than in typical internet-based surveys (Deutskens et al., 2004).  Non-native French 

respondents were eliminated, leaving a final sample size of 306 (149 males and 157 

females) with a mean age of 20.1.  

Survey Instrument 

The survey began with the main dependent variable, a movie consumption 

measure.  This was addressed by having respondents list the last five movies they had 

watched at a movie theater over the past month.  This actual consumption measure 

ensured the validity of the answers.  All reported movies were subsequently coded by 

country-of-origin to allow for accurate ratios of domestic, U.S. and other foreign movie 

consumption to be computed.  Respondents were also asked a series of questions 

regarding the factors which contribute to their movie choices and what sort of movies 

they prefer. 

The independent variables were collected next using a set of 5-point Likert scale 
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items; respondents indicated their level of agreement with a series of statements.  The 

statement items from key constructs were intermixed: animosity towards the U.S. (a 5-

item measure; Klein, Ettenson and Morris, 1998), ethnocentrism (a 5-item measure; 

Shimp and Sharma, 1987), and global openness (a 4-item measure; Suh and Kwon, 

2002).  Some of the statements were modified to specifically measure attitudes towards 

motion pictures rather than products in general.  The measures were adapted from 

previously translated research instruments when available (Netemeyer, Durvasula and 

Lichtenstein, 1991) or generated through appropriate translation – back translation 

methods by bilingual English-French speakers.  The exact wording of all measures is 

available in the appendix.  Finally, demographic information and a series of control 

measures were collected.  Respondents were asked whether they preferred French or 

foreign films in general.   

FINDINGS 

Descriptive Statistics and Nomological Validity Tests 

Consumption ratios were computed based on the self-reported movies consumed.  

Respondents consumed an average of 2.14 at the theater in the past month, comparable to 

the national average of 2.92 (EAO, 2004).  On average, 55% of these movies were 

American and 34% were French, proportions that nearly mirror the overall market share 

distribution of 52.9% and 35% respectively (EAO, 2004).   

Animosity toward the U.S. (α = .72) ranged from 1 to 5 with a mean of 2.38 (SD 

= .74).  The center of the animosity distribution is lower than that reported in previous 

research conducted in China towards Japan (Klein, Ettenson and Morris, 1998) but 

equivalent to that found in research focused on U.S. consumers’ views of Japan (Klein, 
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2002).  In general, ethnocentrism levels were low (mean = 1.67 (SD = .57), α = .68) but 

they were significantly correlated with animosity (r = .37, p < .05), in support of H3. 

These construct intercorrelations are lower than those reported in previous research and 

that were of the order of .5 or above (Klein, 2002), thereby providing the opportunity for 

a stronger test of discriminant and predictive validity.  Global openness (α = .66) was 

skewed to the high end of the scale: scores ranged from 2.75 to 5, with a mean of 4.44 

(SD = .55).  It was negatively correlated with animosity (r = -.14, p < .05), in support of 

H4 and ethnocentrism (r = -.24, p < .05), in support of H6.  

Relationship Between Animosity and Movie Consumption 

A simple correlation analysis shows a significant and negative relationship 

between animosity toward the U.S. and U.S. movie consumption (r = -.14, p < .05), 

thereby supporting H1.  To further illustrate this relationship, the sample was divided into 

quartiles so that the ratios of U.S. to total movie consumption could be compared across 

animosity quartiles.  The ANOVA revealed a significant effect of animosity on the ratio 

of U.S. movies watched (F(3, 251) = 2.51, p = .05).  The high animosity group (top 

quartile) had watched fewer U.S. movies than the low animosity group (low quartile). 

The difference between the two groups was 12% (48% vs. 60%; t(108) = 2.39, p < .05).  

However, the two groups did not show significant differences in the ratio of French 

(t(108) = 1.62, p > .05) or other (t(108) = 1.1, p > .05) movies. This pattern is consistent 

with both H1 and H2. 

To test H5, a multiple regression was conducted of the ratio of U.S. to total 

movies on animosity, ethnocentrism, global openness and the total number of movies 

watched.  The analyses revealed a significant and negative beta coefficient for animosity 

(standardized β = -.152, p < .05) but no effect of ethnocentrism or global openness (p > 
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.05).  This indicates that the more anti-U.S. animosity consumers experienced, the fewer 

American movies they had watched at the theater.  This also demonstrates that animosity 

operates independently of other phenomena and specifically affects U.S. movie 

consumption, as predicted by H5.  

Similar regressions were conducted for the ratio of French movies and for the 

ratio of other foreign movies.  As can be seen in Table 1, no relationship was found 

between any of the variables and the consumption of domestic movies; therefore, no 

support for H7 was found: ethnocentrism was not related to domestic movie 

consumption.  One possible explanation is that, as described earlier, ethnocentrism levels 

were skewed to the low end of the scale in the studied sample and may not have provided 

enough variance to truly test the hypothesis.  Support is found for H8, however, for 

global openness was significantly and positively associated to consumption of other 

foreign movies.  Interestingly, global openness was not related to consumption of foreign 

movies in general but the expected positive relationship was found only for the ratio of 

foreign non-U.S. movies.  This suggests that, in the context of movie consumption, 

cultural openness is reflected by seeking out the non-dominant cultural offerings, which 

leaves out the omnipresent American movies.  This provides additional discriminant 

validity evidence for the three constructs of interest and extends the existing state of 

research on animosity. 

Additional Process Evidence 

One possible process explanation for why high animosity consumers watched 

fewer U.S. movies could be that high animosity renders consumers more aware of 

country-of-origin information, a hypothesis that has been advanced in previous research 

(Klein, 2002).  Since the survey included a series of factors that affect movie choices 
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(including country-of-origin), this possibility was checked and indeed there was a 

positive and significant correlation between animosity and the rating of importance of 

country-of-origin for selecting movies (r = .15, p < .01). 

LIMITATIONS 

Although the data provide support for the hypotheses, the findings are limited, to 

some extent, by the sampling procedures used.  The college student population surveyed, 

while it represents the largest movie-going segment of the population, is also more 

educated than the average consumer.  It is therefore possible that, in this segment, threat 

of an American cultural invasion is less salient, leading to lower levels of animosity and 

ethnocentrism, than in other segments of the population.  Still, the recruitment procedures 

allowed some variance in animosity levels, thereby alleviating this concern, and this 

study can be considered a more conservative test of the relationship between animosity 

and movie consumption.  Another limitation lies in the cross-sectional nature of the data, 

which do not allow causality claims, a concern that applies to all previous animosity 

research.  This limitation is compensated for by the fact that findings in the novel context 

of experiential products are in line with previous research focused on consumer goods.  

DISCUSSION 

The implications of this research extend beyond business and consumer 

research into the realm of society and cultural identity.  The concerns expressed 

by former French President François Mitterrand encapsulate the matter quite well: 

“Cinema is something very different from an industry.  It is a means of 
expression through the image, a means of expression for a collectivity.  
The image which a country, a society, offer themselves.  That is why a 
politico-economic offensive which seeks to stifle this means of expression 
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in a given country can only be compared to the forcible means which 
conquerors sometimes use to deprive the vanquished of their languages... 
What is at stake is the cultural identity of culture... A society which 
abandons to others the way of showing itself, that is to say the way of 
presenting itself to itself, is a society enslaved” (in Jeancolas, 1998, p. 53). 
 

This research has provided empirical evidence for the proposition that anti-

American sentiments in France are negatively related to U.S. movie consumption: at the 

high end of the anti-Americanism spectrum, French respondents watch fewer American 

movies.  Albeit a substantial decline, the 12% drop in U.S. movie consumption between 

low and high animosity is still arguably small.  In fact, the finding that those who 

expressed strong anti-American feelings still watched approximately half (48%) of their 

movies from the U.S. might suggest that American movies are now part of the normal, 

accepted movie scene and that non-U.S. audiences may disconnect their feelings toward 

the U.S. and their experiences of American movies.  To this effect, it has been argued that 

American popular culture has become an inseparable part of Europe’s cultural repertoire 

and self identity (Monley and Robins, 1989).  This finding has important implications for 

European policymakers and researchers who have long been concerned about the impact 

of U.S. imports on both local cultures and local cultural industries, and who now consider 

preserving their national and European cultural identities a main priority (Yergin and 

Stanislaw, 2002).  The European Commission, and individual member states alike, 

continue to strive for policies and fiscal structures which promote a competitive European 

movie market (Carvajal, 2005).  So important are these concerns that the member states 

have inserted provisions into both the draft European Union constitution and the 

European Union Treaty (EC, 2004).  These actions serve two main purposes: first, to 

protect the cultural integrity of member states from the social homogenization feared to 
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occur with continued exposure to American movies; second, to use European productions 

as a tool to develop and solidify a new national European Union cultural identity (EC, 

2004).  The ongoing concern of the impact of imported, especially American, movies on 

local cultures is and will continue to be an important issue in cultural, media, and 

business studies in Europe.  The findings are also auspicious given recent pledges within 

Europe to revitalize efforts to protect the EU’s cultural industries in order to avert being 

culturally dominated by the U.S. (AFP, 2005).  

One of the advantages of this research is its focus on actual consumption data as 

opposed to stated preferences.  This provides a more valid test of the relationship 

between animosity and consumption.  Further, this is one of few studies that have 

investigated animosity effects in the context of experiential products, most research to 

date having focused on durable goods (e.g., Klein et al., 1998).  However, the findings 

also suggest that there may be animosity thresholds.  Unlike the PEW (2005) study, our 

data indicate that the penchant to consume American cultural products is not unabated 

and that there may be a psychological breaking point for the consumer.  The possibility 

that different product categories (e.g., normal versus luxury goods) have differing 

thresholds from the consumer’s perspective is also worth investigating.  Further research 

on the impact of anti-American feelings on consumption across a broader range of 

regions, demographics and product types would prove highly useful to policymakers and 

business leaders operating in the international arena. 
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TABLE 1: MULTIPLE REGRESSION RESULTS 
 
 

(Standardized coefficients and significance) 

 Dependent 
Variables: 

Ratio of U.S. 
Movies 

Ratio of French 
Movies 

Ratio of Other 
Foreign Movies 

Animosity -.152 * .079 ns .129 ns Independent  
Variables: 

Ethnocentrism .008 ns -.001 ns -.012 ns 

 Global Openness -.062 ns -.021 ns .131 * 

 Total Movies 
Watched 

.015 ns -.064 ns .072 ns 
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FIGURE 1: CONCEPTUAL MODEL 
 
 

 

 

Note: Solid lines reflect expected significant effects and dashed lines reflect non-significant effects. 
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FIGURE 2: MOVIE MARKET SHARES IN FRANCE OVER TIME 
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FIGURE 3: MOVIE MARKET SHARES IN THE EU IN 2003 
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APPENDIX 
 

 

Animosity: 
1. I will never forgive the Americans for their lack of support. 
2. I feel angry towards the Americans. 
3. I dislike Americans. 
4. The U.S. has too much economic influence in France. 
5. The U.S. in not a reliable trade partner. 

 
Global Openness: 

1. It is necessary to make an effort to understand other cultures’ perspectives and 
integrate them into my own way of thinking. 

2. Living and working in a foreign country may be an influential developmental 
experience in my own life. 

3. I enjoy being with people from other countries to learn their unique views and 
approaches. 

4. I have a real interest in other cultures and nations. 
 
Consumer Ethnocentrism: 

1. French consumers who watch movies made in other countries are responsible for 
putting their fellow French out of work. 

2. It is not right to watch foreign movies because it puts French workers out of jobs. 
3. Watching foreign movies is un-French. 
4. We should buy from other countries only products that we cannot obtain in our 

own country. 
5. We should watch French movies instead of letting other countries get rich off of 

us. 
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EXPLICIT AND IMPLICIT CATALYSTS OF CONSUMER RESISTANCE: THE 

EFFECTS OF ANIMOSITY, CULTURAL SALIENCE AND COUNTRY-OF-ORIGIN 

ON SUBSEQUENT CHOICE 

 
 
 
 
 
 
 

 

 

ABSTRACT 

This paper identifies conditions that activate animosity feelings and in turn affect 

global consumers’ choices. Three experiments conducted in two countries test the effects 

of a movie’s country-of-origin and consumers’ levels of animosity on subsequent movie 

choices. Two catalysts of animosity are explored: an explicit scenario and an implicit 

cultural salience prompt. Cultural resistance emerges in the form of increased preference 

for domestic movies when animosity is activated and consumers are exposed to related 

country-of-origin information about a first movie. A similar pattern of cultural resistance 

appears when, instead of consciously activating animosity, cultural identity is made 

salient. 
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EXPLICIT AND IMPLICIT CATALYSTS OF CONSUMER RESISTANCE: 

THE EFFECTS OF ANIMOSITY, CULTURAL SALIENCE AND COUNTRY-OF-

ORIGIN ON SUBSEQUENT CHOICE 

 

This research draws from the extant consumer research to identify and 

experimentally test conditions that activate animosity feelings and in turn affect 

consumers’ choices. It investigates the impact of several important factors on consumer 

resistance: country-of-origin (Bilkey & Nes, 1982; Gürhan-Canli & Maheswaran, 2000; 

Johansson, Douglas, & Nonaka, 1985), animosity (Klein, Ettenson, & Morris, 1998; 

Klein, 2002), and cultural salience (Aaker & Lee, 2001; Briley & Wyer, 2002). A series 

of experiments manipulating these factors sheds light on explicit and implicit drivers of 

consumer resistance and extends the current state of research in those three highly 

relevant areas of international business scholarship. 

The research is conducted in the context of cultural industries, which are an 

important component of the international business environment as cultural products 

influence consumers’ understanding of the world (Hesmondhalgh, 2002). Movies in 

particular have been recognized for their ability to disseminate a country’s culture and 

values (Tambyah & Thompson, 1999; Lull, 1995; Hofstede, 2001) and to convey 

consumption habits and ideology (Nowell-Smith & Ricci, 1998; Holbrook & Grayson, 

1986). The movie industry is especially significant to international business practitioners 

and researchers considering that the U.S. alone generated $25.2 billion in revenues 

worldwide in 2004, including $15.7 billion from international sales (MPAA, 2005). The 

U.S. is by far the largest exporter of movies and, in an era marked by strong anti-U.S. 
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feelings, the interplay of animosity and consumption of cultural products is a relevant and 

important venue for research. 

PROCESSES OF RESISTANCE 

Previous research suggests that consumer resistance usually requires strong 

awareness or deep resentment (Ger & Belk, 1996). Yet, at the same time, some evidence 

suggests that consumers may be able to separate their feelings toward a nation from their 

purchasing behavior. This appears especially true in the global cultural industries. For 

instance, according to the latest PEW Research Center (2005) report, anti-Americanism is 

now at an all time high and yet, as global citizens reject the spread of American ideas and 

customs; the majority of respondents reported liking American cultural exports (i.e., 

movies, music and television programs). It thus appears that global consumers are able to 

disconnect their anti-U.S. feelings from their consumption of American cultural products. 

This research is interested in identifying the conditions under which resistance against 

foreign cultural products may be heightened. To do so, it builds upon existing country-of-

origin research as well as two areas of research relevant to resistance: animosity and 

cultural salience. 

Country-of-Origin Research 

Existing country-of-origin research has mainly focused on the effects of country-

of-origin information or stereotypes on product evaluations and intentions to purchase 

(Samiee, 1994; Bilkey & Nes, 1982; Gürhan-Canli & Maheswaran, 2000; Hong & Wyer, 

1989; Johansson et al., 1985; Maheswaran, 1994; Peterson & Jolibert, 1995). Country-of-

origin is often viewed as a piece of information that helps consumers assess the quality / 

reliability of products from that country and subsequently affects purchase intentions 
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(Peterson & Jolibert, 1995). A product’s country-of-origin activates concepts about the 

country and the general quality of products originating from there (Hong & Wyer, 1989) 

and the psychological processes underlying these evaluations can be affected by 

consumer factors such as motivation -- the personal relevance of the decision or product 

to evaluate -- (Gürhan-Canli & Maheswaran, 2000) or product familiarity or experience 

(Maheswaran, 1994). 

This research proposes that information about a product’s country-of-origin 

(domestic vs. foreign) serves as a cue affecting consumers’ future receptiveness or 

resistance to domestic versus foreign products. For instance, in the context of movie 

consumption, triggering the thought of a foreign movie in countries such as the U.S., 

where domestic movies dominate, may offset consumers’ inherent bias against foreign 

movies (Schooler, 1977). However, triggering the thought of a domestic movie in 

countries where foreign movies dominate, may, conversely, remind consumers of local 

productions. This latter effect may be especially visible in markets where imported 

cultural materials are perceived as a challenge to local cultural diversity and uniqueness; 

in those cases, exposing consumers to movies from a country perceived as culturally 

invasive may activate resistance. This factor will thus be at the core of this research. 

Explicit and Implicit Catalysts of Resistance 

The underlying construct of consumer resistance against products from a 

particular country is animosity, which reflects the “remnants of antipathy related to 

previous or ongoing military, political, or economic events” (Klein et al., 1998, p. 90). 

Animosity can adversely impact the consumption of products from another country, 

regardless of judgments of product quality (Klein et al., 1998), a characteristic that 

distinguishes it from ethnocentrism (Shimp and Sharma, 1987), which also affects 
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product judgments (Klein, 2002). Since the entertainment industry is dominated by U.S. 

productions, the construct of animosity is necessary to explain resistance mechanisms 

linked to high degrees of economic, political, and war animosity toward the U.S.. Recent 

international tensions over the war in Iraq have increased anti-American sentiments and 

consumers’ boycotting of U.S. products throughout the world (Economist, 2005; CNN, 

2003). The opposite pattern was also visible within the U.S. against countries that 

expressed disagreements with American policies. 

There are a few gaps in existing animosity research which this research attempts 

to address. For one, effects have concentrated on consumer preferences or existing 

ownerships or choice likelihoods (Klein, 2002), not actual choice. This is a potentially 

important limitation given the extensive debate regarding whether consumers’ stated 

preferences coincide with their subsequent behavior (see e.g., discussion in Eagly & 

Chaiken, 1993, pp. 168-192). A related area that remains open to investigation is that 

feelings of animosity may be latent and resistance due to animosity may occur through 

implicit as opposed to explicit means. Further, instead of measuring animosity, this 

research suggests that animosity may be subject to manipulation.  

This research proposes and explores two factors that may serve as catalysts of 

animosity feelings and, in turn, may affect consumer behavior. The first is an explicit 

scenario designed to enhance or reduce animosity. Indeed, the possibility that media 

coverage of situations between two nations affect animosity -- for example via exposure 

to different press coverage -- has not been previously explored. The second is an implicit 

catalyst, cultural identity salience, which may also impact consumers’ animosity (Aaker 

& Lee, 2001; Briley & Wyer, 2002). The consumer psychology literature suggests that 
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calling people’s attention to cultural identity is likely to affect how consumers respond to 

domestic or foreign products (Druckman, 1994; Briley & Wyer, 2002). Research has 

shown that calling people’s attention to their own cultural identity induces feelings of 

allegiance to one’s country and increases the tendencies to espouse values common in 

that culture (Druckman, 1994; Briley & Wyer, 2002). Thus, making one’s own cultural 

identity salient could increase one’s attention to products from their own country. 

Similarly, prompting another culture could impact receptiveness or resistance to foreign 

products but, unlike an explicit scenario designed to openly activate animosity, it might 

do so in a more implicit fashion. In particular, making salient a culture perceived as 

invasive might increase the threat of cultural incursions and render consumers more 

defensive and resistant to foreign products. If, however, the prompted culture is not 

perceived as a threat, the cultural prompt could instead increase receptiveness to foreign 

products by making those who are not often exposed to other cultures more aware of 

cultural diversity. Thus, cultural salience is likely to affect resistance processes by 

making those who may feel threatened by cultural invasion more prevention-focused and 

resistant of products from powerful competitors. 

RESEARCH OBJECTIVES AND CONTEXT 

To test the effects of animosity and cultural salience on consumers’ reactions to 

domestic versus foreign products, this research focused on consumer movie choices. This 

extends country-of-origin and animosity research, which to date has been mainly 

confined to functional products, such as cars or appliances, in the realm of experiential 

products. The context is especially fitting given that the threat of worldwide domination 

by Hollywood and the presumed cultural homogenization by the U.S. through film and 
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television are common in many movie markets (Mathy, 2000; Ger & Belk, 1996). Non-

American audiences may reject overpowering messages from U.S. movies, especially 

when reminded of the dominance of U.S. imports in their local movie scene. Such 

expressions of resistance may be particularly visible amongst Europeans who often 

protest the threat of worldwide domination by Hollywood and the presumed cultural 

colonization of the U.S. through film and television (Mathy, 2000). 

This research proposes that the decision to select a domestic versus a foreign 

movie is affected by initial exposure to country-of-origin information about a first movie 

and by a respondent’s level of animosity toward the country. Based on previous research, 

it is further proposed that high animosity conditions should moderate the effect of foreign 

movie exposure: low animosity conditions should increase the effect of foreign movie 

exposure on subsequent choice and high animosity conditions should decrease that effect. 

This moderating effect is tested in two ways: first by creating an explicit animosity 

situation and then by activating it implicitly. In the first studies, an explicit scenario 

triggers high versus low animosity whereas in the final study an implicit animosity 

manipulation is used via a cultural identity salience task. Finally, as in previous research 

(Klein, 2002; Klein et al., 1998), it is predicted that, throughout the experiments, future 

consumption choices should be affected by the different experimental manipulations 

independently of consumers’ responses to products from the country. 

Recognizing that these effects should articulate differently depending on the 

conditions in which movie consumption occurs, these propositions are tested in two 

markets: one dominated by domestic movies, the U.S., where it is anticipated that the 

inherent bias toward domestic choices can be reduced with exposure to a foreign movie 
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in a non-animosity context; and another, France, a market dominated by U.S. imports but 

which maintains a healthy number of local productions, especially when compared to 

other national markets. The intense two-sided competition between the French and 

American film industries dates back to the 1920s when the industry was in its infancy 

(Mathy, 2000). Furthermore, the high degree of political and economic animosity 

between the two countries since 2003 over the war in Iraq makes this selection 

particularly current and insightful. 

Since this research relied on experimental manipulations, it was important to 

sample a homogeneous population. In addition, given the previously documented link 

between animosity and age (Klein, 2002), recruitment of comparable and relatively 

uniform populations was essential (Netemeyer, Durvasula, & Lichenstien, 1991). For 

these reasons, the research relied on college student samples. Although it is recognized 

that college students are generally a convenience sample, they are also primary 

consumers of cinema: in the U.S., those aged 12-24 represented 29.1% of all moviegoers 

in 2002 (MPAA, 2003); and, in France, those aged 15-24 comprised 25.5% of 

moviegoers in 2002 (SEP Publicité, 2002). 

STUDY 1: EXPLICIT RESISTANCE CATALYST AND COUNTRY-OF-ORIGIN 

EFFECTS IN THE U.S. 

In the first study, conducted in the U.S. where exposure to foreign movies is 

limited, it is hypothesized that exposure to a foreign movie synopsis would make 

consumers more receptive to future foreign movie experiences (Truitt, 1975). Animosity 

should moderate the effect of exposure to a foreign movie synopsis on subsequent choice 

such that high (low) animosity should decrease (increase) the beneficial effect of 
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exposure to a foreign movie synopsis on foreign movie choices. Finally, as in previous 

research (Klein, 2002; Klein et al., 1998), it is further predicted that future choices would 

be affected by animosity and country-of-origin information about a first movie 

independently of consumers’ product judgments.  

Methodology 

Experimental Design 

A 2 X 2 between-subject experiment manipulated the country-of-origin of the 

movie and animosity, through the use of a scenario. Following the tradition of 

experimental scenarios (Carlsmith, Ellsworth, & Aronson, 1990), animosity (high vs. 

low) and country-of-origin (France vs. U.S.) were manipulated by exposing participants 

to statements activating either high or low degrees of animosity before introducing them 

to either a fictional American Film Institute or a French Film Institute movie survey. The 

study began with a description of the sponsoring organization and the rationale for the 

research. To reinforce the country-of-origin manipulation, the name of the sponsor 

organization was featured throughout the questionnaire. Participants were fully debriefed 

after their participation in the study. 

Animosity Manipulation 

Animosity was manipulated with the use of a seeming press article presented at 

the onset of the study. The experimental scenarios consisted of either a high or low 

animosity statement regarding the history and current status of France-U.S. trade 

relations (see Appendix 1). The scenarios were pre-tested in a similar population of 

undergraduate students to ensure their success (23 male and 27 female U.S. students). 

After reading the assigned scenario, participants rated their level of agreement with 

statements on a Likert like scale (1=Strongly Disagree; 5=Strongly Agree). Items were 
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adapted from Klein’s research (Klein et al., 1998; Klein, 2002) to measure animosity and 

from Shimp and Sharma’s (1987) research to measure consumer ethnocentrism (see all 

measures in Appendix 2). The animosity and ethnocentrism scales exhibited good levels 

of internal reliability (α = .70 and .80 respectively). The pre-test data demonstrated that 

the scenarios significantly affected animosity (2.63 vs. 2.06; t(50) = 3.07, p < .05) but not 

ethnocentrism (1.70 vs. 2.05; t(50) = 1.75, p > .05).  

Country-of-Origin Manipulation 

Participants were asked to react to the synopsis of a new movie from their own or 

another country. This manipulation was operationalized by introducing the study as 

conducted by either the American Film Institute or the French Film Institute. The 

introduction described the commissioning organization and the rationale for pre-testing a 

new American (French) movie. To reinforce the country-of-origin manipulation, the 

name of the organization was featured throughout the questionnaire, at the beginning of 

each series of questions. The synopsis of the new movie, positioned either as American or 

French, was created based on a search of existing movie databases to ensure that it could 

easily be construed as an American or French story. The description, keeping gender and 

region neutral, was as follows: "After graduating from the university, the main character 

leaves friends and family in a small country town and moves to the city to start a new 

career. A new career and life in the city present many unexpected events." All 

participants were debriefed at the conclusion of the experiments and informed of the true 

nature of the study. 

Dependent Measures 

Several types of responses to the cultural product were collected including 

traditional variables in consumer research: future choice, attitude toward the movie, and 
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involvement with the movie (see Appendix 2). 

Choice 

Choice for patronizing movies in the future was the main dependent variable. It 

was determined through the participants’ selection of the free movie tickets for a 

domestic or a foreign movie. This actual choice measure was deemed an externally valid 

indicator of receptiveness / resistance to foreign cultural products because it requires a 

great degree of personal commitment (Peterson & Jolibert, 1995). The use of foreign 

versus domestic movie categorization was preferred to references to a specific country-

of-origin (e.g., French) to preserve the experimental manipulations’ integrity and avoid 

demand artifacts (Sawyer, 1975). 

Responses to the Movie  

A three-item five-point attitude toward the movie measure, representing a direct 

evaluation of the stimulus (Peterson & Jolibert, 1995), was administered following the 

first exposure to the movie synopsis. Since previous research identified involvement as 

an important moderator of country-of-origin effects, it was also measured using a three-

item five-point scale adapted from Zaichkowsky’s (1985) research. 

Process and Control Measures 

Participants’ levels of animosity toward the other country (Klein et al., 1998) and 

ethnocentrism (Shimp & Sharma, 1987) were measured with a series of five-point scale 

questions as in the pre-test (see Appendix 2). In all studies, these measures were collected 

last and the items were randomly distributed to reduce bias. Additional control questions 

included movie consumption (# domestic and foreign movies watched in the last month 

at the theater), the factors that affect movie choices and the preferences of movie genres. 

These measures were collected in the final portion of the study. Demographic 



 138

information was collected at the very end (age, gender, nationality, languages spoken). 

Sample 

Data were collected at two U.S. universities, one from the northeast and one from 

the northwest. An invitation to participate in a “movie study” was circulated 

electronically. A lottery incentive for free movie tickets to a theater of their choice was 

offered as an incentive for participation. The experiment was computer-based and 

conducted individually. Participants were randomly assigned to one of four experimental 

conditions. The final sample, after removing non-U.S. natives based on self reported 

country-of-origin, was comprised of 251 participants (130 females), with a mean age of 

23.1. 

Results 

To verify the success of the animosity scenario manipulation in the main 

experiment, mean animosity scores (α = .89) were compared across conditions in a 2 

(animosity: high vs. low) X 2 (movie origin: U.S. or France) between-subjects ANOVA. 

The manipulation was successful, as indicated by the significant animosity main effect 

(F(1, 247) = 4.73, p < .05; η2 = .02). As desired, the scenarios yielded significantly higher 

levels of animosity in the high than in the low animosity conditions (2.17 vs. 1.96, t(247) 

= 2.19, p < .05). Neither the country-of-origin main effect nor its interaction with 

animosity were significant (both Fs(1, 247) < .61, p > .05). The manipulation did not 

affect levels of consumer ethnocentrism, as desired (α = .81; all Fs(1, 247) < 1.83, p > 

.05). All means by experimental condition can be seen in table 1. 

Mean attitudes toward the movie (α = .90) and mean involvement with the movie 

(α = .86) were compared across conditions with a 2 X 2 MANOVA. As expected, the 
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multivariate tests were not significant (all Fs(2, 244) < 2.74, p > .05). Univariate analyses 

reveal that, for involvement, there was a significant main effect of country-of-origin (F(1, 

245) = 5.38, p < .05) qualified by an animosity X country-of-origin interaction (F(1, 245) 

= 4.92, p < .05). The animosity main effect was not significant (F(1, 245) = 1.11, p > 

.05). While there were no differences in involvement levels in the low animosity 

condition, country-of-origin generated significantly different levels of involvement in the 

high animosity condition. Attitude toward the movie was unaffected by the manipulations 

(all Fs(1, 245) < 1.80, p > .05), corroborating previous research findings that animosity 

does not affect product judgments. 

Figure 1-A shows the proportion of participants choosing foreign vs. domestic 

movie tickets per condition. Overall, U.S. participants preferred domestic movie tickets 

but this preference was more pronounced in the high animosity U.S. movie condition. 

The data were analyzed using a 2 X 2 logistic regression of animosity and movie origin 

on choice (1 = domestic, 0 = foreign). As expected, in the U.S. movie synopsis condition, 

the proportion of participants choosing domestic tickets was greater under high than 

under low animosity conditions (84.4% vs. 69.4%, χ2(1) = 4.20, p < .05), whereas in the 

French movie synopsis condition, there were no such differences (70.9% vs. 70.3%, χ2(1) 

= . 01, p > .05). Figure 1-A clearly illustrates that, as anticipated, high animosity 

conditions and exposure to a U.S. movie synopsis increased domestic movie choices. 

Discussion 

This experiment showed that exposing U.S. consumers to a U.S. movie after 

increasing their levels of animosity toward another country reduced their desire for 

foreign movies. This shift in choice was not caused by any effect of attitude toward or 

involvement with the original movie therefore supporting the prediction that future 
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choices were not influenced by participants’ attitudes toward or involvement with the 

manipulated movie. Exposure to a U.S. movie synopsis in the presence of animosity led 

U.S. participants to resist foreign movies and revert to domestic choices. The experiment 

also confirmed the pre-test’s findings that animosity can successfully be manipulated 

with the use of press articles. The fact that the high animosity scenario affected consumer 

choices only in the U.S. movie condition suggests that exposure to France-related 

information (a French movie) can correct the negative effect of animosity on choice. 

Overall, this experiment confirmed previous findings that, if prompted to think 

about international affairs in a positive manner, consumers can become more receptive to 

foreign cultural productions (Suh & Kwon, 2002). Consumer choices were affected by 

the manipulations: low animosity conditions and / or exposure to a foreign movie 

synopsis substantially reduced American consumers’ negative predispositions toward 

foreign films (Schooler, 1977). One limitation, however, is that, across conditions, 

overall levels of animosity toward France were low, suggesting that the effect of 

animosity on resistance may be better studied in a different context, hence studies 2 and 

3. 

STUDY 2: EXPLICIT RESISTANCE CATALYST AND COUNTRY-OF-ORIGIN 

EFFECTS IN FRANCE 

The second study, an almost exact replica of study 1, was conducted in France. 

The local conditions of the cultural industry suggested a different pattern of cultural 

resistance: triggering animosity toward a country perceived as invasive or detrimental to 

the local culture should foster resistance. In particular, it is predicted that combining a 

U.S. high animosity scenario with exposure to a U.S. film synopsis would trigger 
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resistance to American productions. This condition, making the cultural threat of 

Hollywood more salient, was expected to activate a prevention-focus amongst French 

consumers (Briley & Wyer, 2002), who should revert to domestic movies. Increasing 

French consumers’ animosity toward the U.S. culture and exposing them to a U.S. movie 

was thus expected to increase domestic movie choices and reduce U.S. movie choices. As 

in study 1, it is predicted that the effects would operate independently of product 

judgments. 

Methodology 

The experimental design, manipulations, and measures were similar to those in 

study 1. French versions of the instruments were produced. When available, previously 

translated research instruments were used (Netemeyer et al., 1991). Appropriate 

translation/back-translation methods and no reverse-worded items were used to ensure 

cross-cultural measurement equivalence (Wong, Rindfleish, & Burroughs, 2003). The 

choice measure was adapted to the local market conditions: instead of the simple 

dichotomous domestic vs. foreign choice option, three options were provided: French, 

American, or other (foreign, non-American). 

Sample 

Data were collected at two state universities using the same recruiting and 

methodological procedures as in study 1. The final sample, after removing non-French 

natives based on their self reported country-of-origin, leaving, was comprised of 253 

participants (188 females), with a mean age of 21.4. 

Results 

To verify the success of the animosity manipulation, mean animosity scores (α = 

.75) were compared across conditions in a 2 (animosity: high vs. low) X 2 (movie origin: 
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U.S. or France) between-subjects ANOVA. The results reveal a main effect of animosity 

(F(1, 252) = 9.26, p < .05; η2 = .04) such that, as desired, the scenarios yielded 

significantly greater levels of animosity in the high animosity than in the low animosity 

conditions (3.18 vs. 2.92, t(250) = 2.95, p < .05). Neither the country-of-origin main 

effect (F(1, 252) = .28, p > .05) nor its interaction with animosity (F(1, 252) = 2.31, p > 

.05) were significant. It was also ensured that the manipulation did not affect levels of 

consumer ethnocentrism (α = .78) and indeed no effects of animosity level, country-of-

origin or their interaction were found (all Fs(1, 252) < .90, p > .05). The experimental 

scenarios successfully affected animosity and no other construct. 

All means by experimental condition can be seen in table 1. MANOVA analyses 

revela that country-of-origin of the movie affected both attitude toward (α = .88) and 

involvement with (α = .88) the movie (F(2, 248) = 5.15, p < .05). Univariate tests show 

that the French movie generally yielded more positive attitudes (3.08 vs. 2.84; F(1, 249) 

= 6.56, p < .05) and greater levels of involvement (3.04 vs. 2.63; F(1, 249) = 10.01, p < 

.05) than the U.S. movie. Neither animosity levels nor their interaction with country-of-

origin affected these responses (all Fs(1, 249) < .13, p > .05). The finding that French 

consumers find domestic movies better and more meaningful than American movies, 

ceteris paribus, is a clear indicator that, in France, country-of-origin information is an 

important and relevant cue for forming these evaluations. 

As figure 1-B depicts, French participants’ choices were equally split between 

domestic and U.S. movie tickets except when they had been exposed to a high animosity 

scenario and a U.S. movie. In that condition, the majority (58.3%) selected domestic 

movies and fewer (31.7%) selected U.S. movies compared to the other conditions where 
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between 39.7% and 45.1% opted for U.S. movies. This preference shift was significant: 

the proportion of domestic choices was significantly greater in the high animosity - U.S. 

movie condition than in the low animosity - U.S. movie condition (χ2(1) = 4.12, p < .05) 

and the high animosity - French movie condition (χ2(1) = 4.65, p < .05). The 2 X 2 

logistic regression on the choice variable (1 = domestic, 0 = foreign) confirms this: the 

movie origin X cultural salience interaction was significant (Wald statistic = 3.79, p < 

.05) but not the main effects (Wald statistics < .48, p > .05). 

Discussion 

The pattern of results is evidence of cultural resistance: the interaction of high 

animosity conditions and U.S. movie synopsis exposure significantly increased French 

consumers’ preference for domestic movies. As expected, preference for domestic 

movies increased when French consumers’ animosity toward the U.S. was heightened 

and they were reminded of the U.S.’s presence in their movie industry. The findings also 

confirm the special significance of domestic movies amongst French consumers: the 

same brief synopsis yielded significantly more positive attitudes and greater involvement 

when it was announced as a French movie than when it was presented as an American 

movie. This illustrates the relevance of country-of-origin information in making cultural 

choices in this market (Gürhan-Canli & Maheswaran, 2000). 

One limitation of the first two studies is that exposure to strongly polarizing 

media materials, such as the high animosity manipulation, may activate reactance, a state 

of motivational arousal experienced when individuals feel pressured to adopt a particular 

position (Brehm, 1966). Such defensive mechanisms are especially likely when 

consumers are faced with obvious attempts to affect them, as may be the case in these 
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first experiments (Friestad & Wright, 1994). Arguably, the explicit animosity scenarios 

could have triggered conscious reactions to the manipulations and perhaps the ensuing 

corrective mechanisms. To address this issue, the animosity manipulation was replaced 

with a more subtle manipulation of cultural identity in the final study. 

STUDY 3: IMPLICIT RESISTANCE CATALYST AND COUNTRY-OF-ORIGIN 

EFFECTS IN FRANCE 

Study 3 experimentally manipulated country-of-origin of a movie and cultural 

salience as an implicit resistance catalyst. Based on the extant literature on cultural 

salience (Hong, Morris, Chiu, & Benet-Martinez, 2000; Briley & Wyer, 2002), calling 

consumers’ awareness to their own cultural identity should affect their cultural product 

choices such that they avoid the risk of negative outcomes. The cultural salience literature 

is less clear about the effects of prompting a foreign culture. It is proposed that making 

another culture salient may operate as a catalyst of resistance, similarly to the high 

animosity manipulation used in the first studies, if that other culture is perceived as 

invasive or detrimental to the local culture. Triggering thoughts about such a culture 

should increase animosity toward that country and foster cultural resistance. 

This proposition was tested in France, which, as study 2 showed, is characterized 

by latent animosity feelings toward the U.S. It is predicted that combining a U.S. culture 

prompt with exposure to a U.S. film synopsis would make the cultural domination of 

Hollywood more salient, and activate a prevention-focus amongst French consumers, 

reflected in an increase in choices of domestic movies. Therefore, French participants 

were expected to favor domestic movies when prompted about the U.S. culture and 

movies because of increased animosity toward the U.S. 
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Methodology 

The study relied on a 2 (cultural salience: France vs. U.S.) X 2 (movie origin: 

French vs. U.S.) between-subject experimental design. The procedures for recruitment at 

two French state universities were similar to those in the first two studies. Participants 

were randomly assigned to one of the four experimental conditions. They were offered 

the incentive of free movie tickets of their choice. Responses from non-French native 

participants were removed from analysis based on their self reported country-of-origin, 

leaving a total of 120 participants (91 females; mean age = 20.0). 

Experimental Design 

Cultural salience and movie origin were manipulated by exposing participants to a 

picture association task prompting their own or the other culture before introducing them 

to either the fictional American Film Institute or the French Film Institute movie survey. 

A complete debriefing was provided upon completion of the study. 

Cultural Salience Manipulation 

Cultural salience was manipulated by prompting participants about their own or 

another culture before exposing them to the movie information. The manipulation was 

adapted from previous research (Briley & Wyer, 2002; Hong et al., 2000) and comprised 

the first, separate portion of study 3. It was presented as a picture association exercise 

where two sets of six pictures representative of a culture (France or the U.S.) were 

provided and participants were asked to associate a picture from one set (marked with 

letters) to a picture from the other set (marked with numbers). As in Hong et al. (2000), 

the images included symbols (the flags), legendary figures from folklore or popular 

cartoons, or landmarks (e.g. the Statue of Liberty vs. the Eiffel Tower) from each culture. 

This task was presented as a first, separate questionnaire, distinct from the movie 
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questionnaire, which began with a description of the American (French) Film Institute, 

the country-of-origin manipulation. 

Dependent and Control Measures 

The measures were similar to those in the first two studies. To avoid demand bias, 

a dichotomous choice measure was used by asking participants whether they wanted 

movie tickets for a domestic or foreign movie. 

Results 

Data were analyzed using a 2 (cultural salience: France or U.S.) X 2 (movie 

origin: French or U.S.) between-subjects ANOVA. Table 2 presents the means of all 

dependent variables in each experimental condition. 

To verify the effect of the cultural salience manipulation, animosity (α = .80) was 

compared across experimental conditions. The ANOVA (η2 = .06) revealed a statistically 

significant interaction of culture prompt X movie origin (F(1, 120) = 4.90, p < .05) 

without main effects of prompt (F(1, 120) = .17, p > .05) or movie origin (F(1, 120) = 

3.70, p > .05). When their own culture is salient, French consumers report equivalent 

levels of animosity toward the U.S. whether exposed to a French or a U.S. movie (2.55 

vs. 2.51; t(68) = .25, p > .05). However, when the U.S. culture is salient, a U.S. movie 

increases animosity while a French movie lowers it (2.76 vs. 2.18; t(48) = 2.44, p < .05). 

This effect is similar to the high animosity-U.S. movie condition in study 2, and supports 

our prediction that the combined effects of the U.S. culture prompt and U.S. movie 

trigger animosity toward the U.S.. Ethnocentrism (α = .71) was not affected by the 

manipulations (all Fs(1, 116) < 1.21, p > .05). 

The multivariate analyses comparing attitude and involvement means across 
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conditions yielded no significant effects (all Fs(2, 115) < 2.59, p > .05). Univariate 

analyses revealed that, as in previous studies, there were no differences in mean attitude 

toward the movie (α = .86), with all Fs(1, 120) < 2.05, p > .05), indicating that the effects 

of cultural salience and country-of-origin on future movie choices operated independently 

of participants’ attitudes toward the manipulated movie. As in study 2, French movies 

triggered significantly higher levels of involvement (α = .81) than did American movies 

(3.07 vs. 2.69; F(1, 116) = 4.52, p < .05), with all other effects not reaching significance 

(Fs(1, 116) < .34, p > .05). 

Figure 2 shows the proportion of participants choosing domestic vs. foreign 

tickets in each condition. Those exposed to a U.S. cultural prompt and a U.S. movie, a 

condition triggering animosity, exhibited cultural resistance: they were more likely to 

favor domestic movies than those exposed to a U.S. culture prompt and a French movie 

(82.6% vs. 55.6%; χ2(1) = 4.18, p < .05). This is consistent with the pattern of animosity 

scores described above and with study 2’s findings. A 2 X 2 logistic regression on the 

choice variable (1 = domestic, 0 = foreign) confirms this movie origin X cultural salience 

interaction (Wald statistic = 6.00, p < .05) and no significant main effects (Wald statistics 

< 1.65, p > .05), thereby replicating study 2. 

Discussion 

As expected, exposure to a U.S. cultural prompt and a U.S. movie synopsis served 

as implicit catalysts of resistance, awaking French consumers’ animosity toward the U.S. 

and in turn increasing their preference for French movies. The tendency to revert to 

domestic movies is clearly reflective of the prevention focus identified in previous 

cultural salience research (Briley & Wyer, 2002). However, the pattern of results 

suggests that the U.S. prompt served as a resistance catalyst only when put in the context 
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of U.S. movies. Similar to study 2’s findings, this shows that making salient a culture 

perceived as invasive can activate resistance but only when the negative outcomes of 

consumers’ decisions are also made salient. 

LIMITATIONS 

Notwithstanding support for the manipulations and their effects on movie 

audiences, findings are limited by selection bias. The recruitment method, as well as 

incentives, may have biased the participation toward highly involved movie patrons. 

Although this bias is offset by random assignment to conditions, a requirement for 

internal validity in our experiments (Calder, Philips, & Tybout, 1981), it warrants that the 

findings be replicated in other cultural contexts and across a broader range of 

demographics. Also, the mere fact that the sample drew from an educated population, 

unlikely to feel threatened by foreign cultural competition, yielded expectedly low levels 

of ethnocentrism and animosity. Yet, the experimental manipulations were successful and 

their effects, albeit small, were nonetheless significant across all three studies, a success 

which reduces the concern. An additional strong point of this research is that, in line with 

previous findings showing no link between animosity and product judgments (Klein et al, 

1998), attitude toward the movie was unaffected by the animosity manipulations. Our 

findings thus validate this proposition despite the use of different methodology, setting, 

and operationalization. 

Inherent in the selection of French and American films in the country-of-origin 

manipulations is the distinction between high versus low cultural products. Unlike 

Hollywood films, which have been described as following classical narration, French 

films generally rank higher on the art dimension of the film continuum, and follow 
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different modes of narration (Tan, Eggermont, & Joosten, 1989). Thus, it is possible that 

moviegoers’ differing levels of sophistication played a role in our study and affected 

consumer choices, in a manner similar to the moderating effect of expertise on country-

of-origin effects (Maheswaran, 1994). 

GENERAL DISCUSSION AND IMPLICATIONS 

Collectively, these three studies show that resistance processes are articulated 

differently depending on the local context. When exposure to movies from other cultures 

is limited, as in the U.S., exposure to foreign movies or low animosity conditions trigger 

interest in foreign movies even though one does not necessarily perceive differences in 

evaluations of or likely involvement with the movies. These findings are a clear reminder 

of the importance of movies in shaping perceptions of the world and the potential for 

foreign movies to foster virtual cultural learning. In contrast, the finding that resistance to 

U.S. movies in France was only activated in conditions where the U.S. culture was made 

salient and the respondents were exposed to a U.S. film suggests that anti-American 

feelings exist latently but do not surface unless triggered by U.S. prompts. Despite 

extensive media coverage on the supposed tensions between France and the U.S., 

resistance was only expressed when animosity was stimulated (explicitly or implicitly) 

and when the U.S. origin of a movie was emphasized. In other words, only when 

prompted about the negative outcomes of their movie choices, did French consumers’ 

animosity toward the U.S. manifest itself and resentment ensue. This echoes the PEW 

(2005) research findings and might indicate that American movies are now part of the 

normal accepted movie scene, and that non-U.S. audiences may disconnect their feelings 

toward the U.S. and their consumption of American movies. To this effect, it has been 
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argued that American culture has now become an inseparable part of Europe’s cultural 

repertoire and self identity (Monley & Robins, 1989). The recent declaration from French 

President, Jacques Chirac, of his intention to initiate a new “counter-offensive against 

American cultural domination” with the assistance of other European states (Agence 

France-Presse, 2005, p. 1) is a reminder of the need for more research on the acceptance 

and resistance processes at play in the cultural industries. 

This suggests how important it is for business leaders and policymakers alike to 

understand historical factors which, although they might appear either dormant or benign, 

could adversely affect international trade. As such, this opens new venues of research for 

animosity effects and implies that animosity may be better thought of as a latent construct 

that can be activated by contextual variables. 

A more important contribution to international business scholarship is the finding 

that animosity can be manipulated and its effects on consumer behavior tested 

experimentally. In addition to providing insights into the factors affecting the 

consumption of cultural products, this program of research provides empirical evidence 

of the usefulness of experimental methodologies to study consumer responses in the 

international business environment. By showing that animosity can be manipulated 

experimentally, this research extends a field where, to date, empirical evidence is limited 

to correlational studies. Cross-cultural psychological theories and methodologies can 

allow a better understanding of the processes underlying consumer reactions to foreign 

products and may yield relevant and far reaching implications for international business 

practice and scholarship. Future research could, for instance, draw from social 

psychological research on the interplay between social identities -- for instance between a 



 151

sub-identity and a superordinate identity – to provide insights on consumption of foreign 

products based on which identity is made salient (Roccas & Brewer, 2002). For instance, 

one can envision presenting pan-European movies as overlapping multiple cultures, or, 

conversely, American cultural productions as emphasizing a particular American ethnic 

subculture. Finally, research distinguishing implicit and explicit cultural identity (Devos 

& Banaji, 2005) may be helpful in disentangling conscious and non-conscious effects 

triggered by animosity or cultural salience.  

The finding that a simple, brief statement about trade relations is sufficient to 

activate animosity toward another country is somewhat disquieting. In an age when 

consumers are constantly bombarded by news reports and sound bites, the fact that their 

opinions and, subsequent choices, can be so easily swayed should concern both public 

advocates and governments. It is one thing to find that, when animosity toward a 

culturally threatening country is heightened, resistance to cultural products from that 

country increases and preventive mechanisms ensue. It is another to observe that a short 

press release can create animosity, and resistance, even when there are relatively few 

“remnants of antipathy related to previous or ongoing military, political, or economic 

events” (Klein et al., 1998, p. 90). The magnitude of the effects would likely be greater 

were the research conducted in countries with even stronger levels of animosity. 
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APPENDIX 1: ANIMOSITY MANIPULATIONS 
 

 

High Animosity Statement 

As you might know from watching or reading the news, trade relations between the U.S. 

and France have always been turbulent. France continues to impose various restrictions 

and quotas on many U.S. products, including entertainment products, in an attempt to 

protect its local markets. Many people feel these policies are calculated measures to 

counter free trade. Such policies greatly restrict the U.S.’s ability to export products to 

France. As a result, the trade deficit between France and the U.S. has increased to more 

inequitable levels.  

 

Low Animosity Statement 

As you might know from watching or reading the news, trade relations between the U.S. 

and France are better now than any time before. France continues to openly support trade 

with the U.S. and trades a great number of goods, including entertainment products. 

Many people feel these policies serve to promote free trade. Such policies greatly 

enhance the U.S.’s ability to export products to France. As a result, the trade balance 

between France and the U.S. is more equitable than compared to most other trading 

partners. 
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APPENDIX 2: MEASURES 
 
 
Animosity 
 

1. France is not a reliable trade partner. 
2. France is taking advantage of the U.S. 
3. France has too much economic influence in the U.S. 
4. France is violating free trade at the expense of the U.S. 
5. I will never forgive France for not respecting the U.S.'s positions. 
6. France conducts business unfairly with the U.S. 

 
Consumer Ethnocentrism 
 

1. We should purchase American products instead of letting other countries get rich 
off of us. 

2. We should buy from foreign countries only those products that we cannot obtain 
within our own country. 

3. Purchasing foreign-made products is un-American. 
4. It is always best to purchase American products. 
5. American consumers who purchase products made in other countries are 

responsible for putting their fellow Americans out of work. 
 
Attitude toward the Movie 
 

1. The movie is likely to be: very bad – very good. 
2. I think I will like the movie: not at all - a lot. 
3. Watching this movie will likely be: very unpleasant – very pleasant. 

 
Involvement with the Movie 
 

1. The story in this movie will likely be: irrelevant to me – relevant to me. 
2. The story in this movie will likely be: unimportant to me – important to me. 
3. The story in this movie will likely: mean nothing to me – mean a lot to me 
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TABLE 1: MAJOR DEPENDENT MEASURES AS A FUNCTION OF ANIMOSITY 

LEVEL AND MOVIE COUNTRY-OF-ORIGIN 

 
 

Study 1 (U.S.) Low Animosity High Animosity 

 FR Movie U.S. Movie FR Movie U.S. Movie 

% selecting domestic movie 67.8% 70.4% 70.3% 84.2% 
Animosity 1.94 1.98 2.11 2.24 

Ethnocentrism 1.94 1.90 2.07 2.01 
Movie Attitude 2.97 2.98 3.12 2.89 

Movie Involvement 2.84 2.83 3.19 2.68 
     

 
Study 2 (France) Low Animosity High Animosity 

 FR Movie U.S. Movie FR Movie U.S. Movie 

% selecting domestic movie 45.3% 39.7% 39.4% 58.3% 
% selecting U.S. movie 42.2% 39.7% 45.1% 31.7% 

Animosity 3.00 2.82 3.14 3.23 
Ethnocentrism 2.26 2.26 2.32 2.40 
Movie Attitude 3.09 2.85 3.06 2.84 

Movie Involvement 3.06 2.68 3.02 2.63 
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TABLE 2: MAJOR DEPENDENT MEASURES AS A FUNCTION OF CULTURAL 

PROMPT AND MOVIE COUNTRY-OF-ORIGIN 

 
 

FR Cultural Prompt U.S. Cultural Prompt 
 

Study 3 (France) 

FR Movie U.S. Movie FR Movie U.S. Movie 

% selecting domestic 
movie 

71.4% 62.9% 55.6% 82.6% 

Animosity  2.55 2.51 2.18 2.76 
Ethnocentrism  1.99 2.07 1.80 1.95 
Movie Attitude 3.39 3.12 3.01 3.12 

Movie Involvement  3.02 2.74 3.12 2.64 
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FIGURE 1: EFFECTS OF ANIMOSITY AND  

COUNTRY-OF-ORIGIN ON MOVIE CHOICES 

 
 

FIGURE 1-A: STUDY 1 (IN THE U.S.) 

  

FIGURE 1-B: STUDY 2 (IN FRANCE) 
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FIGURE 2: EFFECTS OF CULTURAL SALIENCE AND  

COUNTRY-OF-ORIGIN ON CHOICES STUDY 3 (IN FRANCE) 
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SAMENVATTING VAN DE DISSERTATIE 

Inleiding 

Deze dissertatie bestudeert de filmindustrie in een periode van ongekende 

globalisatie.  De filmindustrie wordt al bijna een eeuw gedomineerd door de Verenigde 

Staten (V.S.) en het ziet er naar uit dat dit voorlopig niet zal veranderen.  Het is zelfs zo 

dat de export van films en andere audiovisuele producten het leeuwendeel van export van 

de V.S. vertegenwoordigt.  Deze overheersing heeft tot bezorgdheid geleid bij de 

Europese Unie als ook bij andere landen die geloven dat films inherente sociale waarden 

bezitten die bijdragen aan het welzijn van de samenleving, en dat te veel buitenlandse  

invloed een ongewenste weerslag zou kunnen hebben op hun nationale psyche.  Achter 

deze maatschappelijke bezorgdheid schuilen echter zakelijke en politieke belangen. 

Deze dissertatie houdt zich bezig met enkele van de onderwerpen rond 

wereldwijde filmconsumptie.  Aannames met betrekking tot de productie en consumptie 

van films op de wereldwijde markt worden getest in een interculturele setting.  De 

dissertatie analyseert de filmindustrie vanuit meerdere gezichtspunten, puttend uit 

meerdere disciplines en verschillende methodologische paradigma’s.  

Literatuuronderzoek en secundaire data zijn ingezet om de ontwikkeling van de 

filmindustrie uiteen te zetten en geven tevens een conceptueel raamwerk voor het 

proefschrift.  Vervolgens zijn enquêtes en experimenten gehanteerd om de invloed te 

bepalen van de verschillende factoren op de consumptie van en de reactie op buitenlandse 

culturele producten tegenover plaatselijke culturele producten.  Bij elke fase in dit proces 

worden de implicaties voor publiek en zakelijk beleid ten aanzien van culturele goederen 

behandeld. 
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Het proefschrift bestaat uit vijf artikelen.  Er zijn geringe verschillen in de 

opmaak van de artikelen al naar gelang de voorwaarden van de uitgever. 

Artikel 1: Een beschouwing van de filmindustrie 

Dit eerste artikel geeft een overzicht van de bestaande literatuur om de lezer 

inzicht te verschaffen in hoe de filmindustrie zich heeft ontwikkeld en om de 

onderliggende economische  en culturele kwesties rond de filmindustrie te bespreken.  

Het artikel heeft tot doel te voorzien in een raamwerk te geven voor de rest van het 

proefschrift, waarin thema’s uit de filmindustrie aan de hand van empirische data worden 

behandeld.  Al doende legt het de grondvesten voor de analyses in de volgende papers. 

Het artikel bespreekt het belang van de culturele industrie met betrekking tot de 

nationale cultuur en de bezorgdheid over de overheersing van de culturele producten van 

de V.S.  op de wereldmarkt.  Er wordt een kort overzicht gegeven  van de geschiedenis 

van de filmindustrie.  De meest relevante onderdelen van economische globalisatie en 

van de culturele industrieën worden beschouwd en hun invloed op de internationale 

filmindustrie worden besproken.  De factoren die hebben geleid tot de huidige 

overheersing van de V.S. op de wereldwijde filmmarkt worden beschreven waaronder 

historische factoren, ondersteuning en beleid van de overheid, marketing en distributie, 

als ook de demografische profielen en voorkeuren van consumenten.  Eén van de 

hoofdpremissen van dit artikel is dan ook dat het culturele argument niet het enige 

argument is, aangezien politieke en handelsbelangen vaak vorm geven aan de productie 

en de wereldwijde consumptie van films.  Ter toelichting op de artikelen die volgen, 

wordt de bezorgdheid over de gevolgen van buitenlandse films op de lokale cultuur 

uiteengezet. 
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Artikel 2: Een marktaandelenmodel voor de filmindustrie 

Het tweede artikel onderzoekt welke factoren van belang zijn voor landen die met 

de V.S. te wedijveren op de filmmarkt.  Data van de European Audiovisual Observatory 

worden gebruikt om een model te ontwikkelen en te testen voor de factoren die de 

marktaandelen van films uit het binnenland en de V.S. beïnvloeden.  Het model stelt dat 

het marktaandeel van Amerikaanse films op een specifieke markt negatief samenhangt 

met de grootte van de populatie.  Hoe groter de populatie, des te groter de productie en 

publieke financiering van binnenlandse films.  Het model stelt ook dat hoe groter het 

aantal geproduceerde en uitgebrachte binnenlandse films des te hoger het binnenlandse 

marktaandeel is ten opzichte van de V.S. Resultaten van de toetsing van het model 

ondersteunen deze aannames en suggereren tevens dat de controle over distributiekanalen 

van het grootste belang is om een breder publiek te bereiken.  Aanbevelingen voor 

dergelijke strategieën worden besproken. 

Van speciaal belang is de conclusie dat de dominantie van de V.S. in de 

wereldwijde filmmarkt niet onaanvechtbaar is en dat zij die wedijveren met producties uit 

de V.S. zich geen defaitistische houding hoeven aan te meten, noch zich enkel hoeven te 

richten op strategieën van nationale verdediging.  In plaats daarvan zouden plaatselijke 

studio’s moeten streven naar het ontwikkelen van een internationale en offensieve 

handelsstrategie.  Ook zouden zij moeten overwegen om de publieke financiering aan te 

wenden voor de internationale promotie in plaats van de productie van films.  Een 

bijkomende conclusie uit dit onderzoek is het potentieel van distributiesystemen om 

audiovisuele producten direct aan de consument te verkopen.  Enkele kleine, 

onafhankelijke Europese filmmakers werken al samen aan de ontwikkeling  van een 

handelsmodel dat hen in staat stelt om hun producties te verspreiden via het internet.  



 166

Zulke handelsmodellen worden gezien als een flinke uitdaging voor het traditionele 

Hollywood filmmodel en zouden kunnen resulteren in het verlies van een substantieel 

aandeel voor de grote Amerikaanse studio’s. 

Artikel 3: Een cross-sectioneel onderzoek van de filmconsumptie in de Verenigde Staten 

Het derde artikel heeft als doel de relatie te onderzoeken tussen etnocentrisme en 

mondiale openheid en de keuze van de Amerikaanse filmbezoeker, speciaal wat betreft  

buitenlandse films.  Mondiale openheid betreft een bereidheid om te interacteren met 

mensen en culturen uit het buitenland, waaronder cultuurgebonden producten.  

Etnocentrisme is een psychosociaal construct dat de neiging weergeeft van individuen om 

hun eigen groep als superieur te beschouwen en om mensen af te wijzen die cultureel 

afwijken.  Het bestaande onderzoek suggereert dat etnocentrisme positief gerelateerd zou 

zijn aan de consumptie van binnenlandse films terwijl mondiale openheid positief 

gerelateerd zou zijn aan de consumptie van en behoefte aan het zien naar buitenlandse 

films. Enquête data verzameld bij een steekproef van filmbezoekers in de V.S. werden 

gebruikt om deze verwachtingen te testen en om kwalitatieve inzichten te krijgen uit 

antwoorden op open vragen aangaande de betekenis van films voor consumenten in de 

V.S.. 

Het onderzoek bevestigde dat weinig jonge Amerikaanse filmbezoekers 

buitenlandse films kijken, maar het wees ook uit dat de meesten er wel een bepaalde mate 

van interesse in hebben.  Gebrek aan toegang tot en blootstelling aan informatie over 

buitenlandse films kwamen naar voren als de meest significante beperkende factoren.  De 

bevinding dat filmbezoekers in de V.S. zwaar leunen op contactpunten voor zowel het 

verkrijgen van informatie over films als het beslissen om ernaar te kijken, suggereert dat 

buitenlandse studio’s een agressiever handelsmodel zouden moeten hanteren indien zij 
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serieus willen concurreren met Amerikaanse films om marktaandeel in de V.S.  Grotere 

marketinginspanningen leiden tot een toename van het bewustzijn van consumenten ten 

aanzien van buitenlandse producties en dit zal leiden tot een toenemende vraag en meer 

mogelijkheden voor vertoning. 

Artikel 4: Een empirisch onderzoek naar het verband tussen anti-Amerikanisme en de 
consumptie van Amerikaanse films in Frankrijk 

Negatieve sentimenten jegens de V.S., ofwel anti-Amerikanisme, zijn 

overheersend in de huidige wereld. Dit artikel richt zich op de effecten hiervan op 

consumentengedrag. Gegeven de dominantie van producten uit de V.S. op de 

wereldwijde filmmarkt, alsmede de belangrijke rol van films in het behoud en de 

promotie van lokale culturen, richt het onderzoek zich specifiek op het verband tussen 

anti-Amerikaanse sentimenten en de consumptie van Amerikaanse films.  Cross-

sectionele enquête data van filmconsumptie verzameld in Frankrijk gedurende de 

politieke en diplomatieke rel over de oorlog in Irak ondersteunen de gedachte dat de 

vijandigheid jegens de V.S. van grote invloed is op de consumptie van Amerikaanse 

films.  De gevolgen voor de internationale handel van de V.S. worden besproken. 

De implicaties van dit onderzoek strekken verder dan handels- en 

consumptieonderzoek en strekken zich uit tot het terrein van maatschappij en culturele 

identiteit.  In het bijzonder de bevinding dat de filmcomsumptie van diegenen die 

aangaven sterke anti-Amerikaanse gevoelens te hebben toch voor ongeveer de helft uit 

films uit de V.S. bestaat, suggereert dat Amerikaanse films een vast onderdeel zijn van de 

normale, geaccepteerde filmwereld.  Ook suggereert het dat een niet-Amerikaans publiek 

haar gevoelens jegens de V.S. kunnen losmaken van hun ervaring met Amerikaanse 

films.  Het lijkt zelfs zo te zijn dat de Amerikaanse populaire cultuur een onlosmakelijk 
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onderdeel is geworden van het Europese culturele repertoire en identiteit.  De huidige 

ongerustheid met betrekking tot de impact van geïmporteerde, in het bijzonder 

Amerikaanse, films op lokale culturen is en blijft een belangrijk onderwerp in culturele, 

media en economische studies in Europa. 

Artikel 5: Expliciete en impliciete katalysatoren van consumentenweerstand: de effecten 
van vijandigheid, culturele specificiteit en land van herkomst op daaropvolgende keuzes 

Dit paper identificeert factoren die vijandige gevoelens activeren die op hun beurt 

de wereldwijde keuzes van consumenten beïnvloeden.  Drie experimenten uitgevoerd in 

twee landen testen de effecten van het land van herkomst van een film en het niveau van 

vijandigheid van consumenten op daaropvolgende filmkeuzen.  Twee katalysatoren van 

vijandigheid worden onderzocht: een expliciet scenario en een impliciete aanwijzing van 

culturele specificiteit.  Culturele weerstand komt naar voren in de vorm van een toename 

in de voorkeur voor binnenlandse films wanneer vijandigheid geactiveerd wordt en 

consumenten bloot worden gesteld aan gerelateerde informatie over het land van 

herkomst van een eerste film die zij zien voorafgaand aan de keuze van een tweede.  Een 

soortgelijk patroon van culturele weerstand tekent zich af wanneer, in plaats van het 

bewust aanwakkeren van vijandigheid, culturele identiteit saillant wordt gemaakt. 

Tezamen laten deze drie studies zien dat processen van weerstand op 

verschillende manieren tot uitdrukking komen afhankelijk van de lokale context.  

Wanneer blootstelling aan films uit andere culturen beperkt is, zoals in de V.S., dan 

brengen blootstelling aan buitenlandse films of condities van beperkte animositeit 

interesse voor buitenlandse films teweeg, hoewel die niet noodzakelijkerwijs gepaard 

hoeven te gaan met verschillen in waardering van of mogelijke betrokkenheid met de 

films waarneemt.  Dit in tegenstelling tot de bevinding dat weerstand tegen Amerikaanse 
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films in Frankrijk slechts geactiveerd werd onder omstandigheden waar de cultuur van de 

V.S. saillant werd gemaakt en de respondenten bloot werden gesteld aan een 

Amerikaanse film.  Dit wijst erop dat anti-Amerikaanse gevoelens latent aanwezig zijn 

maar niet bovenkomen tenzij teweeggebracht door een expliciete aanwijzing.  Ondanks 

een uitvoerige berichtgeving in de media over de veronderstelde spanning tussen 

Frankrijk en de V.S. kwam weerstand alleen tot uiting wanneer vijandigheid (expliciet 

dan wel impliciet) werd gestimuleerd en wanneer de Amerikaanse afkomst van een film 

werd benadrukt. 

Algemene conclusies en toekomstig onderzoek 

Deze dissertatie bespreekt verschillende belangrijke onderwerpen die de 

wereldwijde filmindustrie beïnvloeden.  Bij elkaar genomen hebben de bevindingen die 

gegenereerd werden met een multi-methodologische aanpak (dat wil zeggen, de 

historische methode, modellering, enquêtes en experimenten) enige van de 

sleutelfactoren blootgelegd die de wereldwijde productie en consumptie van films 

beïnvloeden.  De overheersende aanwezigheid van films uit de V.S. op de markt is een 

serieuze uitdaging voor buitenlandse concurrentie; echter, deze uitdaging is niet te hoog 

gegrepen. Daartoe heeft deze dissertatie enige inzichten verschaft en suggesties gedaan 

over hoe het beste te komen tot gelijkwaardige handelsrelaties.  Veel moet natuurlijk nog 

behandeld worden in toekomstig onderzoek: hoe moderne technologie te gebruiken om 

los te komen uit de wurggreep die de Amerikaanse studio’s momenteel hebben op de 

distributiekanalen van films; hoe niet-Amerikaanse filmstudio’s de Amerikaanse 

filmbezoeker beter kunnen begrijpen en motiveren om buitenlandse films te gaan zien; 

hoe buitenlandse filmproducties beter te marketen en distribueren onder Amerikaanse 

consumenten; hoe de weerzin van Amerikaanse filmbezoekers tegen ondertiteling en 
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‘dubbing’te omzeilen; en zelfs hoe de opkomst van anti-Amerikaanse gevoelens in de 

wereld te verzoenen met de nog immer groeiende populariteit van Hollywood-producties. 

 Ongerustheid met betrekking tot de dominantie van Amerikaanse films en, 

daaraan corresponderend, de dominantie van de Amerikaanse cultuur over het 

wereldwijde culturele landschap zal naar alle waarschijnlijkheid niet afnemen.  Een 

recente verklaring van de Franse president Jacques Chirac om een nieuw cultureel 

offensief te starten tegen de overheersing van Amerikaanse producten bevestigt de immer 

groeiende noodzaak voor innovatief onderzoek om deze belangrijke problemen aan te 

blijven pakken in een wereld gekenmerkt door toenemende globalisering.  Toekomstig 

onderzoek zou moeten streven naar een vergroting van het begrip van de interactie tussen 

het gedrag van filmbezoekers en de mechanismen van de filmindustrie (bijvoorbeeld 

marketing, distributiekanalen, coproducties, etc.).  Dergelijk onderzoek zou het de 

onderzoekers mogelijk maken om beter te onderscheiden in welke mate de verdeling van 

marktaandelen een functie is van consumentvoorkeuren, of een functie van 

marktmechanismen die de keus van de consument begrenzen.  Bovendien zouden andere 

methodologische benaderingen, zoals longitudinale studies of etnografisch onderzoek 

verdere inzichten kunnen geven over of, en hoe, blootstelling aan buitenlandse culturele 

producten de lokale culturele gebruiken verandert.  Tot op heden zijn de argumenten rond 

dit debat op zijn best speculatief en van anekdotische aard; degelijke 

onderzoeksresultaten die deze vraag behandelen zouden van grote belang zijn voor velen 

en zouden het debat rond het internationale handel in culturele producten (audiovisuele 

producten in het bijzonder) daadwerkelijk kunnen veranderen. 


