© SYMPHONYA Emerging Issues in Management, n. 22001
www.unimib.it/symphonya

Product Placement and Brand Equity

Margherita Corniani

Abstract
Product placement is the planned insertion of anldravithin a movie, a fiction,
etc. It can be used with other communication tofle. advertising, sales
promotions, etc.) in order to disseminate brand samass and characterize brand
image, developing brand equity.
In global markets, product placement is particwadseful for improving brand
equity of brands with a well established brand asvesss.
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1. Product Placement

Product placement (or product tie-in) is a corpwradmmunication tool which
allows us to plan and carry out the placement gfaduct or brand within the
scenes of a film within a specific budget and dedicontractual terms

Typically linked to the world of cinemiaplanned product placement is also used
in television shows, fiction, telefilms, cartdoseries, software (where it takes the
nameadvertainmer) as well as in a variety of artistic fields othban cinema
(sculpture, photography and comic strips, to naaotealiew).

In particular, in the world of cinema productionheve product placement has
become widespre&dthe technique used consists in identifying a saarscenes in
the actual film script which are most suitable tbe placement (subsequently
contractually defined and regulated between thetiggar of the promoting
company’s product or brand. Sometimes, the oppoaitehappen and a scene may
be adapted or specifically created to include dasemproduct or brand. Hence
there are three distinct types of placement:

- the brand is shown on a sign or the product isgmteis a scene;

- the product is used for its real purpose (a pasusfglasses worn to protect
against the sun) or for other purposes (the suseagre used as a tool to
transfer a messafje
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- the product or brand is mentioned by the actors.

These different types of placement are developesugh a way so as to have
either greater or lesser visibility according te tagreements reached between
partie. Thus the product may appear centre-stage oeibackground of a scene;
it may be used once or several times gver it may simply be mentioned, or even
praised, including perhaps some comparison to thie sompetitor product.

The agreements between the parties may be dravim aipery detailed manner
(indicating the specific scene, and form of prodoctbrand appearance in very
precise terms), or in much more general téfmsth the simple identification of
broad criteria for product placement.

2. Product Placement in Corporate Communication

As with other corporate communication tools, whewsts and benefits are
management controllable, product placement haswits very distinctive features,
which determine the advantages and limits of ies'us

As far as advantages are concerned, product plaxtesffers:

- apre-arranged ‘emphasis effect’;

- planned appearance of products and brands;

- development of active audience interest;

- a predetermined level of product and brand crowding

- high audience segmentation;

- the opportunity to present product categories fdnictv advertising
constraints and limits may be in place;

- gradual investment.

On the other hand, as far as limits are concemmediuct placement involves the
following:
- timescales and methods of use linked to the cotioogaof a cinema
product;
- complete programming of the scenes in which thelgebwill be placed
but not of the effects — whether positive or nagatr which might derive
as a result.

2.1 Advantages of Product Placement

‘Emphasis effect— The introduction of products and brands in film<arried
out with the intention of reproducing real life tsggs in which the products and
brands appear in everyday situations of normal lmsthnis way, product placement
allows us to attribute the implication of reality the film, without interrupting the
natural flow of the scene itself, but rather impngvand enriching it with further
elements. Therefore, product placement can integratfectly into a film and be
quite naturally accepted by the public. This hdtde even when specific emphasis
on the product or brand itself is planned, as sonest happens, for example, in the
event of a particularly ostentatious appearanceurmonventional use of the
product in question. The emphasis effect therefests on the audience’s natural
acceptance of the product’s or brand’s presencthenfilm. This is developed
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through suitable artifices which make it possildecbncentrate spectator attention
on the product, without distracting interest frdm scene or the film’s action.

Planned appearance of products and brarddhe placement of brands and
products within films allows a natural setting te developed for the products,
which are then portrayed in either conventional umrconventional everyday
situations of use. Furthermore, cinema film allawe use of colour, movement
and sound, meaning products and brands can be shtaeir very best, and often
with timeframes and a quality of exposure that carbve equalled by any other
communication tool.

Active audiencenterest— One feature of product placement is its effecthmn
active interest of the audierféeand the opportunity to exploit the emotional
involvement of the public exposed to its message dttention with which people
follow the development of the scenes of a film dahd emotional involvement
which makes them participate in the action andsttenes being played out cannot
be matched by any other form of corporate commuigicanedia.

Pre-determined level of crowdingA further feature of product placement is the
predeterminability of product and brand crowdingaifilm, in other words, in the
corporate communication support medium. Dense drayvtlypically results in
lower visibility for the corporate communicatiorself, which thereby translates
into lower efficacy of the communication media eaygd.

In product placement, crowding tends to be contherad its first limit is set by
the actual film itself. The success of a film, dhd profits to be made from it, are
secondary to public and critical appreciation; fijnoduction companies must
therefore limit product placement in films. Crowgirs naturally constrained by
the public’s ability to accept the presence of dseam scenes. Placement should
not be perceived as a disruption but rather acdeggesomething that furthers the
development of the film’'s action. Obviously thigdkhold is extremely variable
and depends to a great extent on the target ppitafde.

High audiencesegmentation— Product placement also permits typological
segmentation of the public it reaches. Every filas its own particular identity and
this is usually quite evident even in the advangsirailers, which aim to attract
specific sectors of the public. So product placentes a highly segmentational
tool available to it; one that can be used to dicarporate communication at a
specific public that is well defined within its ovdistinctive profile.

Presentation of product categories for which adgerg constraints and limits
may be in place- Product placement also offers the opportunitghitow product
categories normally banned from advertising comwation®. The make-believe
world of cinema is, in this case, allowed a mucbabler margin of freedom
compared to what may be permitted in traditionabocate communication such as
advertising*.

Gradual investment Finally, product placement involves a gradualestment
process, which makes its use highly flexible. Imtipalar, product placement is
more flexible than advertising, which - as it worka the basis of message
frequency and repetition rate - requires minimugegiment thresholds that are, in
any ?Lgse, quite high and dependent on the conyssidss of each specific
sector®.
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2.2 Limits of Product Placement

Timescales and methods of use deriving from a @tegraphic product- The
gradual nature of investment, most certainly anaathgeous aspect of the use of
this medium, contrasts however with the impossibodf message repetition, which
is a distinct limitation of product placement asogporate communication tool.

Message frequency and repetition, indispensableéoracin advertising to
counteract passive audience attention and delayahe&al drop in product recall,
are on the contrary precluded features in prodladtement, which usually allows
the target segment to be reached only once.

Product placement is of course linked to timinghéiof appearance and possible
repeats) and to the method of use of the cinemapbgr product (cinemas with
relevant technological equipment, videocassettés). eAs a result, corporate
communication, linked to the presence of a producbrand in a film, must be
developed with a view to the forms of distributigmanned for the film in
questior®.

As far as timeframes and methods of use of cineroduyats are concerned, we
must bear in mind that the success and distributioa film cannot typically be
foreseen beforehand. Indeed, hand in hand with Iyidestributed films that
become both nationally and internationally well \mo there are others of very
modest success. Even famous directors and actbsave often backed by quite
substantial advertising investments, can createppneaiated unacknowledged
films, whose effective lifespan is limited to juat few screenings for a few
evenings at a limited number of venues.

As product placement is associated to a film, directly affected by the film’s
success or lack of success. In the first case,ighintherefore be distributed
nationally and internationally as well as on tedgmh and home video. This might
sometimes even involve the opportunity for repeeatving by the same audience.
In the second case, i.e. when - on the other hahd film is not a success, any
product placement within it is also exposed to weby just a small number of
pioneersand it will be very difficult for it to reach angther channels of
distribution.

Complete programming of scenesProduct placement allows very detailed
programming of the scenes in which the productibrappears, thus guaranteeing
the promoting company an accurate identity toolse to present its corporate
product range. However, the effects of placemenb@md awareness cannot be
planned in any way. This depends on the appreaiaidhe public and the public
is influenced by a large number of factors, mosivbich cannot be controlled by
the promoting company (e.g. the film’'s appeal, pptions associated with how
the corporate product range or brand is placedptbmotional slogan supporting
the film’s distribution, critical opinion, etc.).

On the whole, it may be said that product placementised as a corporate
communication tool linked to the values, methodd &meframes of the work,
typically a film, within which it is placed. As shcplacement amplifies the effects
of the film on the awareness and perception obtia@d/product, but - at the same
time - limits the opportunities available to themgmany to intervene or control.
Therefore, whilst, on the one hand, this action amtive audience interest is
constrained by the variability of the values andcess of the medium involved
(the film); on the other hand, there lies the oppaty to work with high impact
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media, such as cinema and television. Howevemhenldtter case, timeframes and
methods of distribution cannot be programmed amiféittor limits any means of
forecasting the spatial and temporal distributibthe corporate communication.

3. Product Placement M anagement

Product placement usually involves a promoting camyp and a movie
production company. The former aims to place aifipgeroduct or brand in a
given context, while the latter searches for cdrmenuneration in return for
granting visibility to the ‘placement’.

Depending on the activities performed, the openafi@spects of the placement
can vary.

First of all, some initiatives are limited to théagement of the promoting
company’s product or brand in the film, but theyymalso extend to their
management in collateral activities such as adingiposters or the promotional
trailers”’ that launch the film. These initiatives createdortts that are separate
from the film because they are conceived speclfidal market it. The trailers are
destined to have more visibility than the film th@yomote, and they are
communicated by numerous media and address a &mdér target than the
audiences who will actually watch the film.

In addition to the actual ‘placements’, the partiesy agree to develop licensing
activities or other types of promotional programmes
Through licensing, cinema production houses grainérocompanies the right to
exploit characters or images from a film, in exajgfor the payment of royaltit’s
In numerous legal systems, this activity is regadaby a precise contract and
allows the companies involved to develop and mapketucts (and occasionally
services too) that reproduce characters or settiraga the film. This form of
licensing is very widespread in the world of chéidis films (particularly cartoons),
and it may take place with or without the placentsging defined. In the first case
in particular, licensing defines an additional edmin compared to product
placement and helps to stabilise relations betfigarproduction and the company
promoting the placement.

A product placement can also be associated witlerotbrms of promotion,
usually described as cross promotion or back-emmmgption, through which
promoting companies back the distribution of thHenfin which the product is
placed, giving visibility to the film and to the saxiation it establishes with the
product (or brandj. In these cases, the purpose of the communicitminform
the public of the existence of a precise produeicgment, for example, by
proposing the main scenes from the film in whick flacement occurs, or by
referring to characters from the film in associataith the product to be promoted.

The benefits of cross promotion are felt in pataciy the promoting company
which can thus make its association with the filmown to the general public,
drawing on its recognition and image on the markat. the other hand, film
production companies also exploit the advantageseotommunication created by
the cross promotion, obtaining greater visibiliby the film, which is promoted at
the expense of the promoting comp&ny

Depending on the frequency with which this tooleimployed, the companies
involved may create organisational units whose pseps specifically to manage it.
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In the case of cinema production, ‘Executive Stedare created to systematically
manage placements within the films produced. It thiérefore be the Executive
Studios that analyse the screenplay, look for plece opportunities and contact
any promoting companies that might be involved.

Promoting companies that invest regularly in plagets can set up special units
themselves, as Anheuser-Bush, Ford, AT&T, Kodak @ada-Cola (the ‘heavy
spenders’ in this marké} have done in the United States, to analyse s$udio
proposals and to collaborate actively on the didini of the best positioning
solutions.

‘Product placement agencies’ slot in between tipdsgers: they are professional
structures that specialise in activating and margaghis type of corporate
communication tool.

These agencies first appeared in the second halfeo1980s, in the Hollywood
ared?, and they replace the specialised units of pramyottcompanies and
production houses, or work with them, dealing wiltk operational aspects of the
placement process. Their activities start from aangnation of the film in
production, envisage the identification of potenfdacements of brands and
products, and continue with the selection of prongptlients. They manage the
placement on their behalf, draft the contract armtget the customers’ interests
when the scenes in which the product or brandbeilplaced are recorded.

The agencies can be contacted directly by promatmgpanies looking for a
placemerft or by production companies wishing to identify sible promoters,
when Ege producers are not in a position to manlgeelations that would result
from it™.

The product placement market is founded on thetenge of finite and stable
relations between parties that know each other aad establish trusting
relationships. In many cases, it is the bonds iehflship and acquaintanceship,
rather than specific contract clauses, that enabt®ntract to be developed and
respected.

3.1 Product Placement: Contracts and Methods of Remuneration

In its most evolved forms, the agreement behintbdyct placement is defined in
a contract drawn up between two parties, whichbéistees the fee that the
promoting company undertakes to pay to the filmdpmtion company and to any
other involved parties. The fee may translate mtmonetary contribution to the
production or the supply of goods and materialsulider the scenes or to support
the cast and the operatots

This remuneration represents the main product piacé cost for the promoting
company and a revenue (or lower cost) for the fdroduction company. It is
usually defined on the basis of the marketing glanthe launch of the film in
cinemas, and its subsequent distribution througlerothannels (purchase of rights
by television networks, home videos, etc.). Comghdoeother, similar experiences,
this plan creates expectations regarding the saaokethe film, and therefore its
prospects for distributidf

One element common to many product placement azstfas the ‘transparency
clause’ which obliges the parties to consent todikelosure of the contents of the
agreement to external parties (for example joustsli television networks,
government agencies, and so’8n)
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Product placement contracts can be terminatedtfioeevents envisaged during
the development of the agreement occur or do natrod he most frequent cause
of the termination of a contact is the directorécidion to eliminate the scene that
was to contain the placemé&htin other cases there may be disputes regarding a
failure to respect particular contract clauses,cWwiuan result in lengthy and costly
legal proceedingé

Well-known professional figures are employed to ilithe possibilities of
contract default, and the cinema production conggand sponsor companies are
generally involved. The higher the envisaged cbaotion to the production of a
film by a promoting company, the lower the probi&pifor the company that the
director will cut the scenes in which its produotsbrands will be placed. As a
result, because it can trigger larger economic citmemts than placement alohe
cross promotion provides a guarantee for sponsompeaies that the agreed
product placement will actually be implementedhat production stage.

The remuneration of a placement, established whercontract is drafted, may
be defined on the basis of one of the followingralatives, or a combination of
them:

a) reduced costs for the film production house;
b) cross promotion;
c) afee.

a) In the first case, the promoting companies nmgkecific goods or services
available to the production companies so that theay be employed in the
production and/or used by the film crew.

b) In cross promotion, on the other hand, the obshe placement is negotiated
in the form of participation in the promotion ofethfilm, for example the
communication to promote the film (and the relafgdduct placement) at the
promoting company’s points of sale. In this senseme product placement
specialists maintain that promotions are the reamuneration for this
communication tool, because they can be transfomapidly into increased sales
for the sponsor companies and the film stutfios

c) Payment of a fee envisages monetary remunergidhe promoting company
to the film production company, but it is actuatpplied less frequently. For
example, it is unusual to negotiate a fee wherptbducts necessary to produce the
film are expensive, like cars. Some directors aratlpcers feel that payment of a
fee puts pressure on the choice of the scenes t@ftein the film, reducing the
director’'s freedom of action. However, the fee sually close to $5,000 (rarely
exceeding $20,000) and seems to be the simplest édrremunerating product
placements in situations that do not envisage cprssnotions or cannot be
remunerated by the availability of expensive prasftic

4. Product Placement and Brand Equity Management

Product placement, which has a number of distiectiiaracteristics, slots into
the vaster system of corporate communication t@asertising, sponsorship, sales
promotion, direct marketing, merchandising, licegsi propaganda and public
relations).
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These tools are linked by the goal they share:otovey a message to selected
target groups, in order to transmit and make knavepecific brand identity, which
can help to maintain and develop brand equity.

The tools indicated operate with specific suppofids,example support for an
event, a personality, a palimpsest, a paper, a did so on. What is more, by
creating precise information flows to reach givamgets they acquire specific
quantitative (number of contacts per unit of tima)d qualitative aspects
(distinctive features of the programme, the pultiicg etc.) related to the media
employed”. By integrating the communication into the goafsl dargets of the
message, the message conveyed by the product gatecquires qualitative and
quantitative values (such as tone, style and frecglefrom both the product/brand
represented, and from the film, the scene and #taad of exposura

Like other communication tools, product placemelso ademands preventive
evaluation of the effect achievable and, afteruse, verification of the effects
actually achieved. From an economic-corporate getsme, this effect is the
benefit obtained from meeting specific communicatmosts and it is only by
comparing costs and benefits, and targets andtsethdt the effectiveness and
efficiency of the instruments activated can be dalked.

The choice of a specific communication tool and ittentification of a suitable
level of investment are the result of what can bénéd as a causal approach to
spending on communication. Every investment makpessible to reach a precise
goal, according to a cause-effect logic that maikescessary to identify the goal in
advance and to verify afterwards that it has besthed, calculating the effect
achieved.

The effect of the communication must then be assleagth reference to the main
goal of increasing brand equity. There are two ulsefdicators that make it
possible, according to now widespread conceptdefme this equity on the basis
of the company’s functioning hypothe¥isbrand awareness and image

Awareness is a quantitative indicator that can vacgording to a specific
segment of demand’s familiarity with a particulaand.

On the other hand, image is a quality indicatomising up the connotations that
a given segment of demand attributes to the braddmuexamination.

The brand image can therefore be associated tdepeee of differentiation of a
product range, as it is perceived by demand in akebacharacterised by the
presence of specific products.

A brand may therefore develop very specific contmata that tend to distinguish
it clearly from its competitors, directing it tovelr a precise market position. In the
opposite case, and usually with the goal of ingéngasvisibility, brand
communication may be targeted by reducing its mtisitre connotations in order to
enhance the acceptability of a less specific, modespread corporate product.

From a conceptual perspective, awareness and iaagéherefore inseparable
aspects of the same phenomenon, brand equity, vdaichbe examined by joint
recourse to both indicators.

In particular, awareness has image to thank foabéishing the conditions that
allow it to expand. In fact, only when it is laurechon the market and recognised
by some portion of demand does this brand acquicassification or image, at
least with this segment of connoisseurs. Howevweatgawareness presupposes that
a brand is widespread among very broad (and heieemys) target universes,
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which means that it contains the distinctive cheastics that would make it a
very characteristic and therefore specialist supglgpecific demand segments.

Table 1: Product Placement and Brand Awareness

BRAND AWARENESS
PRODUCT Low High
Existing Reese’s Pieces (Hershey Food)oke (Coca-Cola)
New Romeo (Oakley) Z3 Roadster (BMW)

The close link between awareness and image expldigighe two concepts cannot
be separated but must be considered with a siogiedl approach.

4.1 Product Placement and Brand Awareness

As a communication tool, product placement impactdrand equity because it
influences the degree of awareness of the brandamdat the same time, affect its
distinctive values and therefore its image.

The first aspect, awareness, can be examined wfdrence to certain typical
situations (brands with a high level of awareness larands with a low level of
awareness), combined with the degree of noveltyttier market of the products
offered (existing or new product) (Table 1).

The comparison of the two values outlines certgpical situations to which
product placement can be applied in various ways.

First of all, product placement does not seem terafteresting potential for new
brands that are not yet familiar. This communicat@ol places or uses the product
(making the brand visible) in a film in a way thmatist appear entirely incidental in
the spectator’'s eyes. So it is not suitable fornawkn brands, which, being new,
would not be noticed at all.

Similar considerations are valid for the launchetv products from little known
brands. In this case too, a film does not guaratiteenecessary visibility to the
brand or the new product to achieve significanbllection. There are however
non-traditional product placement solutions that get round the limitations of
poor awareness by attributing greater importandeééaew product, as in the case
of Romeo, a new model of sunglasses from Oakléyaad that is only familiar to
certain segments of the public.

o In *Mission Impossible 2’ (M-1: 2, John Woo, USA)D), these
sunglasses were used in an unconventional or ‘ipgroway (to
transmit a secret message) and associated withwibléknown star
Tom Cruise. The visibility of the association arfdtlee product was
guaranteed simultaneously by the particular us¢hefsunglasses and
the emphasis on them in the trailer to launch tia,fwhich was
screened repeatedly by television stations andhiencas.

Product placement can also be used to develop aessef products already on
the market, even when they are from lesser knownds. One example is Reese’s
Pieces from Hershey Food Corp.. Reese’s Piecesmaek that competes directly
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with the popular M&M'’s, which was associated witiTE® in an attempt to reach a
threshold of awareness on the American marketwbatd allow it to compete with
the market leader. To be translated into awarertbesyisibility achieved by its
association with this familiar character had tcshstained by other communication
tools, but it allowed Hershey Food to limit its sdeng in the first stage of the
communication designed to reach the minimum thiesbionational visibility®.

Product placement can be an important communicaétiohto sustain awareness
of well-known brands, for both existing and newdurots. However, in these two
situations, the potential of this tool differs iarms of support/development of
awareness.

For well-known brands, product placement impactsaoguired awareness and
tends to amplify it by associating the brand witpaaticular scene or character, or
an unconventional use of the product presentec:t&jes are already familiar with
the brand and even a fleeting appearance is vjsiding it possible to maintain
the levels of product awareness already won witleroforms of communication.

o In ‘Hollow Man’ (Paul Verhoeven, USA, 2000), saletans of
Coca-Cola appear in a secret Pentagon laboratorgd at is only
thanks to a change in the position of one of thesdhat a scientist is
aware of the presence of Kevin Bacon, who is ibksi

o In the ‘Back to the Future’ trilogy (Back to theutiire, Back to the
Future 2, Back to the Future 3, Robert ZemeckisA,UB84, 1989,
1990) Michael J. Fox asks for a can of Pepsi Calathe various
periods he finds himself in as he travels througtet

On the other hand, in the case of very well-knowanls that propose new
products, the operating scheme indicated aboveesafbn one hand the new
product is not familiar and if it is to be seen dadhttract the audience’s interest it
must be given important space in the film, givib@ icertain visibility. But on the
other hand, a well-known brand on a new produ@aaly has the force to attract
the audience’s attention, guaranteeing the produttgree of visibility which an
unknown or little-known product could not obtaintkvithe same amount of
exposure.

Even if it is supported by a very well-known braadjew product must be made
more visible than a product already on the markeibility can be achieved in
various ways; for example through longer exposumees, more numerous
appearances or particular uses in important saené film, as in the case of the
BMW Z3 Roadster that is James Bond’s new car ird€éméy&’. The association of
the BMW model with the actor Pierce Brosnan, whayplthe well-known secret
agent, draws the audience’s attention to the new(reaw for the market and for
007), allowing the director to linger on the detaif the car, as so often happens in
this series of films.

And finally, product placement can also be exptbiie develop brand awareness
in developing countries. Using this tool, branda eahieve good awareness even
where TV is not common: for example of the vistlgilachieved by da Coca-Cola
and Lambretta in Italy in the early 1950s.
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4.2 Product Placement and Brand I mage

Films do not only create awareness of the produasented, they also influence
their image. In this sense, a product placemerd fiim (or in other forms like
television serials, cartoons, etc.) conveys thesamgs, and transfers its own specific
values to it, in the way the latter are perceivedhe audience.

The values of a scene or character are known imray (before deciding a
product placement), while the effects that can dléewed among the audience are
changeable and unpredictable in all their imploragi As a result, product
placement makes it possible to plan and defineetaidthe association between the
scene/character/use and the product/brand duregleélielopment of the film, in
order to establish the production responsibilitédisgction and brand ownership in
the contract.

However, product placement cannot programme thedqm effects of a scene
and the associations it contains. These effecterdepn the associations that the
audience makes with the scene and the entire fileappreciation on which the
success of the film depends and, therefore, thsilpb/ of expanding or damping
the values associated with the brand. In prodwatgrhent, the choice of the setting
and the characters that the brand is associatéd antl the possibility of verifying
its correct positioning during filming, reduce thek of ineffective or even harmful
placements.

Because it is a condition that amplifies the effeicthe placement, the visibility
of a popular brand inside a film can be a vehidl@asitive but also of negative
associations. For this reason, brands tend to vhkeigossible effects of product
placements very carefully, avoiding associationat thre too innovative and
potentially uncertaiff. Clauses drafted to prevent any negative associtihat
may be harmful to the image are also included éncitntract¥’

However, it is not always possible to control exteesituations, as we can see
from the number of legal proceedings initiated agafilm production companies
by businesses, for the damage that erroneous pésdsnor contract default can
cause, with negative consequences for brand é§uity

Where the effects on the brand image are concepreduct placement seems to
offer different potential depending whether it agides the transfer of distinctive
image connotations in the case of new products,dtheslopment of distinctive
connotations of the image of an existing product,clbanges to the perceived
characteristics of a product that is already knama distributed in the market
(Table 2).

Table 2: Product Placement and Distinctive Characteristi€Boand Image

DISTINCTIVE CHARACTERISTICS OF BRAND IMAGH
PRODUCT Development/Transfer Change
Existing Naya Water Red Stirpe Beer
New 750 (BMW) -

With reference to the transfer of distinctive imaganotations from a brand to a
new product, we refer you to our comments regar@dwagreness. If the product
placement is to influence image connotations, thiy aovelty related to a well-
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known brand must regard the product, as in the ads¢he BMW 750 in
‘Tomorrow never died®. Having guaranteed the visibility of a BMW caretfim
transfers to the car the qualities associated Bibnd himself, values that are
however consistent with the BMW brand’s image.

Product placement can also be used to developntlage connotations of an
existing product. In this case it is necessarydbne the image characteristics of
products which, although they have been on the edddc some time, are almost
totally interchangeable with competitive productscéuse they are part of a
traditionally poorly differentiated supply, as imetcase of mineral waters.

o Naya Water considers product placement a commtiaicdool

that can associate its range of mineral waters wgtfalities linked to
valour, strength and courage, as we see in the ‘ilhattered Image’
(Raul Ruiz, USA, 1998) in which Anne Parillaud, wblays the
femme fatale (the killer), drinks Naya Water, andX-Men’ (Brian

Singer, USA, 2000) where the water is drunk byhhman beings
who are good and ‘mach®’

Finally, even if less frequently, product placemenaty help to change the system
of distinctive characteristics of a corporate pridlby associating a particular
brand with scenes or characters that can modifglatssification.

o For example, in the film ‘The Firfl, Red Stirpe, a low profile
Jamaican beer appears in the hands of Tom Cruisd &@®ne
Hackman, which made it popular with the public. Heer, modifying
the brand image in this way has repercussions fanth awareness. If
the beer were not known for its modest profile, pablic might not
have noticed its presence in the film, nor wouldawe been affected by
this association with the well-known actors.

If the distinctive traits of a product are to beanbed effectively, other tools are
necessary, in addition to product placement.

In fact, the qualifying effect that a film can hafee a brand as a result of product
placement is subject to the transience of memory.tl@ other hand, the brand
survives longer than one’s memory of the film ane tharacteristics associated to
it in the film, and it draws on numerous tools &velop its own distinctive traits.

From a long-term perspective and from the viewpoinpromoting companies,
every product placement can therefore be examinedepth, not only for the
benefits it can produce in terms of communicationt for the transience of the
effects developed and therefore for the need tgadetadditional tools that become
necessary in order to achieve the company’s contatian objectives.

In this sense, product placement must be assesgethtion to the possibility of
its being sustained, in the short term, by othenmoinication initiatives that have
positive repercussions on the film’'s popularity. ng@anies that have identified
product placement as a tool of corporate commuboitatwith particular
characteristics seem to be moving in this directian towards the association of
product placement with other corporate communicatimols on one hand, and
towards the choice of innovative forms of productsgntation in the film and in
the promotion of the films and of product placemiself on the other.
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1 Cf. S.M. Brondoni, A lezione di trasparentiéSole 24 Ore6" December 1999, p. 34.

2 For a wide collection of examples in product ptaeet of products, services and industrial
goods, see www.jmnanddy.com.

% Product placement is often used in adult cartesies like ‘The Simpson’, ‘South Park’, etc.
* New word fromadvertisingandentertainment

® In many artistic products the artist spontaneoistsoduces a product or a brand without a
specific product placement contract. For an anslgdithe motivations for the introduction of a
product/brand in an artistic product, cf. S. Spiggl-Up Art, Pepsi Art, and Sunklist Art: the
Presentation of Brand Symbols in Advances in Consumer Researth85.

® Cf. I. Brennan, K.M. Dubas, L.A. Babin, The Infhee of Product-Placement Type & Exposure
Time on Product Placement Recognitibriernational Journal of Advertisind999, p. 323.

" Cf. Mission Impossible 2M-1:2, John Woo, USA, 2000) where Oakley sun glassesiseé not
as sun glasses but as a communication tool toriaassecret message to Tom Cruise, the leading
actor.

8 Product placement can be distinguished in varigpes: screen placement, script placement,
plot placement, as proposed in C.A. Russel, Toward-ramework of Product Placement:
Theoretical Propositiongydvances in Consumer ReseartB98. Screen Placement can be seen just
by eyesight, for example when a brand is placetherbackground of a scene, on a road (creative
placement), or when a brand is part of the deawmatif a set (on-set placement), like for the
products used to complete a kitchen set. Scripgepteent is referred to the placement introduced in
dialogues, which is perceived by ears. Plot placgn® composed by a various combination of
audio-visual elements. This distinction is partaaly important because each of these placements
grants a different type of recall (visual, auditawed a combination of both).
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° The leading actor drinks a beer of a particulantrin the topic scene of a movie; or, every time
a beer is drunk, it is always the same brand.

19 Ford cars, for example, can be used for every (fote‘the good guys’ and for ‘the bad guys’)
but they must not have problems with the engineScfTurcotteGimme a Bud! The Feature Film
Product Placement Industrifhe University of Texas at Austin, USA, 1995.

1 \We are here referring to product placement in e®wvhich has been used many times during
last century, granting a significant developmenpiifessionals and techniques and attracting many
communication investments from corporations.

12 For an explication of ‘active audience interestf, S.M. Brondoni,Pubblicita collettiva,
notorieta di prodotto e immagine di mardaiuffré, Milano, 1987, p. 40.

3 In many countries there are legislative limitatioto advertisement for specific product
categories as tobacco products, but movies shoaitgrs (and well known stars) smoking and
clearly exposing their cigarettes or cigars bramdi@gally diffused.

14 Often, in compliance with the provisions of natbtaws, scenes showing products with legal
communication restrictions can be cut out from reeviThis process is easily feasible in movies
realized with digital technologies. Sometimes, hesveit is impossible to cut out a scene from a
movie because the scene is a central one in thelafevent of the story, or the costs of cutting out
all the scenes with non allowed placements ardiglo to justify the process itself.

15 Cf. A. Aaker, J.G. Mayers 197Bdvertising Managemen®rentice-Hall, Englewood Cliffs; M.
de Mooij 1998,Global Marketing and AdvertisingSage, Thousand Oaks; L. Guatri 1964,
pubblicita nell’economia dell'azienda industrial&iuffré, Milano; J.J. Lambin 197@&\dvertising,
Competition and Oligopoly Over Time. An Econometrnwestigation in Western European
Countries North Holland, Amsterdam; J.D. Little 1966, A Madof Adaptive Control of
Promotional Spendind@)perational Resear¢iNovember-December, pp. 175-197; J.D. Little 1984,
Decision Support Systems for Marketing Managarserican Marketing Association, New York.

18 For companies using product placement it is verydrtant to know the details of promotional
plans of a movie, and be informed about all thetremts signed by the producer for the movie
diffusion after the box office of the film circujte. home video), in order to know the kind and th
wideness of the audience which can be exposectpldtement.

" Short promotional films, made up of the most digant scenes from the work, which are
screened on television and in cinemas, to attiadieaces.

18 For a definition of licensing, cf. S.M. Brondoréd), Marketing Lexicon CLUEB, Bologna,
1999, p. 159.

19 ‘A placement along with a promotion is like icimg the cake. In the past, promotions have
been done without it, but they're starting to realthat with it, it makes even more sense.’ See S.
Turcotte,Gimme a Bud!cit., which quotes the words of Musette BucklBypduction Resources
Manager at Warner Bros, October 1994.

2 Films are usually promoted by trailers as welbgsdvertising and publicity.

2L Cf. S. TurcotteGimme a Bud!cit., which mentions, for example, how AT&T haceated 500
‘placements’ in 1993, while Ford had organised &350 all over the world.

2 The role of product placement agencies explamspecific geographical location: to develop
their relations with the film production environmgragencies must be in close contact with the
production houses and therefore be located in thig\Wood area, where most film production with
consistent commercial prospects is located.

What is more, the importance of relations inside pinoduct placement market is such that it
justifies the presence of a specialist associatmrsafeguard and spread understanding of this
communication tool: ERMA (Entertainment Resourcebl&rketing Association). It was founded in
1991 to give professional credibility to the protdpacement market and its operators, and to create
precise communication to the media and the pulgtierred to product placement. ERMA draws
together film studios, promoting companies and pobgllacement agencies (cf. www.erma.org).

% Agencies propose a wide range of services to ptiomeompanies and to film studios. To start
with, they offer their competence in the use ofduat placement, which covers the drafting of the
contract and a capacity to manage placements dfitming of the scenes. So they often act as
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warehouses for the products of promoting compamefijcing the logistical problems of product
availability at film production houses. And finallthe main reason that explains the development of
product placement agencies is the many and compdationships that contacts with the
environment has enabled them to develop.

24 For example, we should consider the agency’styitiihen a scene has to be filmed in a
supermarket. Thanks to its relations with the pridingocompanies, the agency can take charge of
organising the shelves in the point of sale, so tth@ production house does not have to waste its
resources’ time dealing with various contacts #ratoften of little importance.

% For example, clothing products, food productsher gervices offered by service companies like
airlines or hotel companies.

% For an analysis of the distribution of films byffdient and subsequent channels, cf. D.R.
Lehmann, C.B. Weinberg, Sales Through Sequentiatribution Channels: An Application to
Movies and Videos]ournal of Marketing2000.

2" However we must remember that a product placeswnttact is not treated in the same way in
all national legal systems. For an analysis ofittterpretation of product placement in the Italian
legal system, cf. G. Ghidini, L. Vassellie sponsorizzazioni e la legg€hamber of Commerce,
Milan, 1999.

The considerations proposed in the text are linteegrofessional techniques, where product
placement is formally applied by companies, stifintaresearchers’ interest. Cf. . Brennan, K.M.
Dubos, L.A. Babin, The Influence of Product-Placem&ype & Exposure Time on Product-
Placement Recognition, cit.

% Cf. S. TurcotteGimme a Bud!cit. The transparency clause is compulsory, iriqdar for
contracts that define remuneration for placementteievision shows in the USA. On the other
hand, it is not envisaged for film placements ia thSA, although a great deal of information is
often made available independently, cf. I. Brenndr. Dubos, L.A. Babin, The Influence of
Product-Placement Type & Exposure Time on ProdlatéPnent Recognition, cit.

% The director must simultaneously consider the iuafF the film in production and the lower
contribution to production due to the absence afdpct placement which might cause specific
scenes to be abandoned.

30 Cf. Reebok v. Tristar, Dec. 1996, www.geocites.tgoflywood/Pavillon/9263/index.html.

31 The contributions that production houses receieenfproduct placement are lower than the
value of the communication initiatives that compasnican attract to support a film by cross
promotion.

%2 Cf. S. TurcotteGimme a Bud!cit. In particular, in view of the time necess#mygenerate cross
promotion, promotion is often activated when tHenfreaches the home video circuit. Take the
example of the promotion of the Casio G-Shock waselen in the filnBpeedJan De Bout, USA,
1995).

33 Cf. S. TurcotteGimme a Bud!cit.

3 Investors in advertising, for example, make thim space/time purchasing decisions on the
basis of the palimpsest of a TV network or fromdieg a daily paper or periodical, and the
companies that sponsor an event must identitypbeific values that the public associates with the
event selected in advance.

% In a given scene, a product/brand can be presémtéifferent ways: in the foreground, in the
background, mentioned in the dialogue, used prgpmarimproperly by the characters, etc. Each of
the various ‘ways’ listed can clearly have diffaremsibility, but also a different impact on the
public’s system of perception.

% The company’s ‘functioning hypothesis’ refers e future as a going concern, and contrasts
with the ‘disposal hypothesis’ that contemplatdsreak with the status of going concern. Cf. S.M.
Brondoni, A. Di GregorioBrand Equity e politiche di comunicaziorgtudio monografico, Progetto
Comunicazione Aziendale, CREA-Bocconi University, 8/94, January 1995.

37 Cf. S.M. BrondoniPubblicita collettiva, notorieta di prodotto e imgiae di marcacit.

¥ E.T. — The Extra-Terrestrial(Steven Spielberg, USA, 1982) www.multimania.com/
spielberg/ET/indexET.html. The Hershey Food Cospa iwell-known U.S. company that produces
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chocolate but, at the time of E.T., it had onlyergity entered the snack market where it therefore
enjoyed limited recognition. Cf. J.D. Reed, Plugghway in Hollywood,Time 2 January, 1989.

% It is important to note that the success that kEysFood enjoyed in terms of awareness of
Reese’s Pieces came from a good combination ofralecerporate communication tools. The
visibility of Reese’s Pieces in Spielberg’s film sveery limited, in fact one would have had to know
it already in order to recognise it in the film. deey Food’'s promotional activities therefore took
the form of promotion and advertising programmeaduianeously with the screening of the film,
reiterating its positioning in the film, developirigand extending its visibility. Cf. S. Turcotte,
Gimme a Budlcit.

“0 Goldeneyg(Roger Spottiswoode, USA, 1995) www.mgmua.comddossier.html.

1 Risk limitation identifies a distinctive charadggic of product placement, which differentiates
it from the case of sponsorship. For example wetmmember what happened to Canadian athlete
Ben Johnson who tested positive for drugs durireg 1888 Olympics in Seoul, causing huge
damage to his image as an athlete, with seriowecapsion for his sponsors’ image.

“2|n this context we should mention the action takgrKraft Foods, which makes Jell-O, when it
demanded guarantees from the producers of the Bitmly Shotgoriginally Jello Shots which
narrates a night of debauchery under the influefi@cohol), that its product would not be called t
account and associated with the film. This ‘proddisplacement’ was designed to avoid that the
negative values associated with the film were fiexnsd to Kraft's product (Cf. G. Colvin, Product
Placementfortune 16 December 1998).

3 As Ford envisages when it always excludes by echthat its cars can have engine problems
in a scene in a film.

44 Cf. the case of Reebok v. Tristar.
> Tomorrow never dieRRoger Spottiswoode, USA, 1998.

“® The case mentioned recalls a particular situatiegarding a sector of supply that has existed
for some time and tends not to be differentiatadwhich the first efforts at differentiation were
made recently, as we can also see for Evian antbAweaters, which have used product placement
extensively.

*" The Firm(Sidney Pollack, USA, 1993).
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