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Summary

Nowadays cultural activities are a crucial sectmr the territorial development, and public
institutions are more and more aware of it. Onthefmain example of this trend comes from
the audiovisual sector. As a matter of fact, in plast two decades an increasing number of
local and national institutions decided to invesblpc money to support the audiovisual field
generating a wide range of economic and culturaébis for their territories. In particular, in
order to achieve these goals many local governnfentsded a Film Commission, that is a
no-profit organization dedicated to bringing ecomoibyenefits to its jurisdiction though film,
TV series, documentaries, commercials, etc. Thea Rommission offers free services and
supports to the troupes shooting on location sb phaductions can accomplish their work
smoothly. In return, the hosting region gets a wiglege of advantages: direct, indirect and
induced effects on the local economy, re-proceeding promotion of the image of the
region, promotion of local public heritage, of lbaaeativity, and of new local expertise
related but not limited to the audiovisual field¢tieasing in tourist flows, renewed attention
towards films and film culture, etc. In other wordise Film Commission is the promising
result of a new economic and cultural policy foe tudiovisual field, not devoted anymore
only to support few occasional events (for instartbe local film festival) or particular
projects (productions with a significant culturahpgact for a given area), but the whole
audiovisual sector and all the local industrieated to it.

This paper discusses some of the results of a stadied out at the University of Lugano
between 2010 and 2011 whose primary aim was toysmalhe main models of Film
Commissions which have gained ground in Europdénlast twenty years and the key role
they can play in the economic and strategic deveéy of a given region. The paper focuses
on the situation in Italy where the first Film Conssion has been set up in 1997. Nowadays
the national and foreign film industry can countabout 30 Film Commissions and 25 film
fund working in Italy. Moreover, in the two regiomge selected as case studies (Apulia and
Friuli Venezia Giulia), the analyses of the econompact of film shooting on the hosting
territories show a multiplier of 1.6 and 1.9.

In conclusion our paper demonstrates that in ladyin other European and foreign countries,
a virtuous relationship of collaboration and contpet between different cities and regions is
flourishing; cities and regions that at one timeuldonever have thought themselves able to
successfully operate in film production, to genemtonomic benefits for the own territories,
and which today appear mature enough as to compitehe historic cinema capitals.

Keywods. Film Commission, film fund, audio-visual industrgconomic development,
cultural development



Introduction

This paper discusses some of the results of a staidlied out at the Universita della Svizzera
italiana (USI) between 2010 and 2011 whose prinaémy was to analyse the main models of
Film Commissions which have gained ground in Euriopthe last twenty years. The study
was carried out in two distinct stages: desk resean the scientific literature existing about
Film Commissions and related issues (mainly runawenduction, impact of audiovisual
production on territorial development and film-igd tourism), and a second field research
stage during which in-depth interviews were conddctvith the directors of two Film
Commissions for each of the main West Europeantdesn Italy, France, Spain, Germany
and Great Britain.

The text below discusses some of the results addlasbout Film Commissions in the
Mediterranean area and the key role they can plalgd economic and strategic development
of a region. The paper focuses on the situatioltaily, analyzing the best practices adopted

by the Apulia Film Commission and the Friuli Veree@iulia Film Commission.

What isa Film Commission

Within the context of the cultural activities whitdcal authorities endeavour to promote, the
audiovisual sector holds a place of honour as itassidered of strategic importance in
increasing local productivity, attracting human aifithancial capital, creating new
employment, and developing territorial marketingnpaigns with positive repercussions on
tourism. In many cases the action plans drawn gp ahvisage the creation of a Film
Commission.

Film Commissions are non-profit organizations set ly local institutions to attract
audiovisual productions (films, TV series, docunagies, music videos, advertisements, etc.)
to a given region by offering them a series of seevices. The aim behind the creation of a
Film Commission is to generate economic impactsefd indirect and induced) for the
region: growth of local firms, employment opportigs, development of local professional
competencies needed by the audiovisual industrynption of the territory’s image and
consequently also of tourism, etc.

As can be inferred from the definition and the objes pursued, a Film Commission is
tasked with managing a whole range of situation$ jgroblems that do not generally fall
within the remit of a single local government offidepartment. Indeed, the very word

“commission” implies an idea of a “multi-sectorabsking group” and presupposes the need
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for diverse institutional subjects to work togethgooling their relative skills, interests and
resources.

Film Commissions now represent a well-establistoedh fof public intervention, normally on

a local scale, and are to be found throughout tbddy albeit with differing dimension,

resources and activities.

The advent of Film Commissions: a brief history

The first Film Commissions sprung up in Americatle 1940s when the studios began to
favour on location filming over that in the studibhis preference gave rise to a series of
organizational and bureaucratic problems: the noagepermits needed from different offices
each with its own procedure, the blocking of taffi the area of the shoot, the use of public
spaces, the assistance of police offices and fimenetc., and the ensuing random
materialization of organizations offering to mediaetween government agencies and motion
picture production companies. The first cities @@ she emergence of these enterprises were
the film-making capitals: Los Angeles and New York.

Film Commissions were thus the response to the iggpweed for film companies to have a
local government liaison able to provide and cawate public and private services for film
shoots and the local institutions fully understdloe economic and image related advantages
of hosting a film or television production. Howey#ére creation of Film Commissions in the
early 1940s was only the expression of single atdiged experiences and the initiative was
not immediately or systematically espoused in otliges or states. One reason for this was
that for decades most movies in the United Stat® whot solely in Los Angeles and New
York, so the need for these commissions was natlgréelt in other American cities or
abroad. This situation began to change in the 1970s

Studios began to focus their attention and effas large productions, the so-called
blockbusters, which more than any other film regoth huge investments and the film-
making skills gained in Hollywood over the decadeBich no-one else in the world
possessed. To counterbalance the costs of produmoukbusters the studios began to
decentralize the production of low and medium buddms and television programmes.
These products began to be filmed outside Los Aasgdhat is, where there was no strong
trade union network (and so labour was cheaper)vdmete the local administrations were
able to offer special conditions which could hedpesboth money and time (Elemer-Grasher,
2005; Wasko-Erickson, 2008; Elmer et. al., 2010)jsTs when (1970s) a group - albeit small
- of Film Commissions emerged which then formedcetwork in 1975 (Association of Film
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Commissioners International, hereinafter AFCI) tare information and learn from one
another’s experiences. The AFCI organized its gduicational event in 1976 and since then
it has continued to regularly organize annual nmgstiand workshops as well as standardized
training events. Today, the AFCI has a network@ &ilm Commissions from 60 countries.
Besides training, it supports the growth of the memFilm Commissions and acquaints
production companies with possible locations foeirtHfilms and any special conditions
offered by the Film Commissions operating in thegar

The historical reconstruction of the rise of Filnermissions is still incomplete. What is
certain is that they were born and they developethé United States and only some years
later did they appear in Europe. Great Britain weesfirst country in Europe to set up a Film
Commission at the end of the 1980s, followed byhEeaat the start of the 1990s and then the
other countries. The European Film Commissions NKWEUFCN) was formed more
recently, in 2005, and now has a membership of 8@ Eommissions from 24 countries.
Like its counterpart on a global scale, the EUFQf¢re training, promotes the sharing of
experiences, coordinates some common activitigs &.a promotional and representational
level) and encourages the setting up of new Fillm@dssions. Similar functions are carried
out by the Asian Film Commission Network (AFCNet)corporated at the end of the 1990s
and which now has 42 members from 16 countries.

Despite the intense development in the last fevadies, the world of the Film Commissions
is still rather chaotic and poorly organized. Isigl difficult to know exactly how many Film
Commissions operate throughout the world for a opreasons. First: Film Commissions
can be the result of either public or private atitie and can operate at different levels of
territorial coverage. The wide range of differentnis makes mapping and monitoring their
presence complicated. Second: some countries Xaomple France, Germany and Italy) have
set up national networks which gather together mb#te Film Commissions present in their
territory. However, this practice is still not wgfgead and, even in those countries where this
network exists, the commissions are not obligedecome members. Consequently, the data
provided by the national networks and those madelable by the EUFCN and the AFCI
cannot be considered reliable for the purpose ofppimg the Film Commissions
phenomenon. Third: the situation in the variousntoes cannot be easily compared. This
lack of structural uniformity makes any attemptalculation extremely difficult.

! Nowadays only 22 out 300 Film Commission belongmghe AFC come from the Mediterranean area. More
in details: 10 come from Spain, 5 from Italy, 3rfré-rance, and 1 from Marocco, Serbia, Greece arithMa
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Bearing in mind the above points, which suggest éimy data related to the mapping of the
Film Commissions be taken with a pinch of saltCdisare and Rech (2007) calculate that
there were 167 Film Commissions in Europe in 2@®/in France, 30 in Great Britain, 30 in
Italy, 20 in Spain and 14 in Germany. Accordingtihe same source, there are 213 Film
Commissions in North America (183 in USA and 3@enada), 35 in Asia, 13 in Central and
South America, 11 in Oceania and 5 in Africa, whiatided to the 167 in Europe, means that
there should be a total of around 444 Film Comnaissithroughout the world. Considering
the growing interest shown by local institutiongHitm Commissions, this number has surely

risen in the last three years.

Effects on thelocal economy

It is still extremely difficult to economically quéfy the benefits that film productions can
offer the host region. While the amount of the stw@ents in goods and services can be
calculated thanks to the invoices presented byptleeluction companies, it is harder to
estimate the indirect and induced effects on tlggoreand the multiplier effect that the
presence of an audiovisual production can havehenldcal economy (funds allocated vs.
direct, indirect, induced impacts). At present fhositive effects on the local industry are
therefore only perceived and/or assumed and cabeotlemonstrated. Indeed, very few
studies have been carried out on this aspect (imyroases there are no data available about
the local economy and interaction among its magiass), and those that exist have often
given conflicting results (Cucco-Richeri, 2011).

A common feature emerging from the studies condudethe territorial relativity of the
multiplier, that is, the fact that, investmentsngeequal, the impact created by a production
varies depending on the reference economic contied¢ed, the multiplier effect increases
directly proportionately to the socio-economic dimsi@ns of the region considered, to the
level of the growth of the local economy (in pautar of its audiovisual industry), to the level
of the professional know-how present in the regamd to the quality and quantity of
previously hosted audiovisual productions. Thislaxg why the estimated multiplier is
generally higher in the United States and GredaBrithan in other European countries.

The effect that a production can have on tourisral$® important. Setting an audiovisual
product at a given location can attract visitoat tvould otherwise not have visited the area,
encourage one-time tourists to return for a seaasit| promote word of mouth phenomena,
prompt longer stays and help overcome the widedppeablem of the seasonal nature of

tourism (di Cesare-Rech 2007). Studies carriedim@006 on film tourism in ltaly by the
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Centro Studi Luoghi & Locations on a sample of 3@@ign tourists in Italy and by Risposte
Turismo through an on-line questionnaire involviB@5 subjects, clearly confirm the
influence (determining, conditioning or incidentalj audiovisual products on the travel
choices of its spectators. Even although film-iretlctourism is usually a fortuitous
phenomenon and the interest spectators may hatheeitocations they see on the screen is
unpredictable, Film Commissions can in any casekvsor that directors valorise the local
setting, participating, when possible, in the depelent and pre-production stages, fully
aware that audiovisual products can represent &maaginary communication medium for
the region.

On one hand the potential impact on the local espndas encouraged many local
governments to set up Film Commissions, and onother the number of producers and
directors who investigate and assess the servigggea region is able to offer through its
Film Commission is growing. What is happening insL&ngeles, the heart of the world’'s
audiovisual industry, is a case in point. An insirg number of US financed audiovisual
productions are choosing to film abroad or in otBeéates of the country (a phenomenon
known as runaway production). In a limited numblecases there is no alternative to this for
reasons of geographic realism: that is, it is detitb shoot certain scenes at a “real” location
because its reconstruction in a studio would beptexy expensive and ineffective. This is the
case of scenes set near monuments or inside museum®st cases, instead, a production
decides to runaway for economic reasons: presefceh@ap labour and services, tax
incentives and economic support programmes. Istignated that the percentage of movies
shot in Hollywood dropped from 66% of US production2003 to 31% in 2008 and that in
terms of location Los Angeles is no longer the afychoice of producers: the number of
movies shot there fell from 71 in 1996, to 21 iM&G@&nd to just 8 in 2009 (Fondazione Ente
dello Spettacolo 2010).

Faced with these figures, the Californian governmagrided to introduce incentives to
attract new productions to its state, a measureclwliould be interpreted as further
confirmation of a process underway to decentraizdiovisual production to the detriment of
Hollywood and to the benefit of new audiovisualtdiss and locations which had not
considered the idea of developing its audiovisadustry vocation (e.g. Louisiana in the
USA, Canada, Mexico, Australia and the Eastern pegio countries). However, it should be
noted that the runaway production option does mgfard Hollywood alone but all the

audiovisual capitals. Rome, for instance, has g@lds national leadership as a film set in



favour of a more uniform distribution of film prodtion which has recently seen the cities of
Turin and Naples greatly rewarded (Fagiani 2004).

What does a Film Commission do?
As mentioned above, the two main goals of a Filrm@assion are to:

e attract all types of audiovisual productions (magyietelevision programmes,
documentaries, short films, music videos, adveriess, etc.) by promoting the
environmental characteristics of its region;

e provide a series of free services aimed at fatiiggaudiovisual production in its
region.

To achieve these two macro-aims a Film Commissiostrbe able to manage a varied and
complex series of activities. Some of these havbeawee been carried out before the Film
Commission becomes fully operational (e.g. mapplagterritory and the professional know-

how and skills it can offer). This is not a one-aftivity; it requires continuous updating and
refinement. Other activities, such as assistancmgldilming or the supply of services are,

instead, carried by the Film Commission when thapction company that has asked for its
help is on location.

The main functions that a Film Commission carriesaan be summed up as follows.

Mapping of professional know-how and skills preserhe region

A production company will find a location attraaivto the extent to which it is able to
provide good services at convenient prices. Thepgcgs are not only of an administrative-
bureaucratic nature; on the contrary, local profesd skills may also be useful for
production.

One of the main cost items for a film productior Hre so-called “below-the-line” expenses;
for example, costs of the personnel responsibledorartistic or non-creative duties such as
electricians, carpenters, prop handlers, the ddsgestics and accommodation for the troupe,
daily travel to and from the set, etc. The possybdf using locals is therefore a real attraction
for the production company as it allows a significeeduction in costs.

For this reason a Film Commission has to know dxaghat professionals and skills the
region can offer so that they can promote them wighproduction companies; to this end it
maps all the professions in the territory that ddog useful to the audiovisual industry either
directly or indirectly and draws up lists of loc@sources that a production can draw on,
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gathering data from institutional channels (firedd&oremost the chambers of commerce),
trade associations, guidebooks, catalogues andrnmreontacts. All these data will then be
entered in a database, in which each subject cafispuhis profile and make periodical

updates, that can be consulted on the Film Comaom'sswebsite.

This mapping activity requires a significant orgaational investment in the initial stages of
the Film Commission’s life and the information dhtd must be continuously revised and
updated. However, the cases studied show that, winer=ilm Commission manages to
produce the expected results for the local econonugh of the information needed to update

and extend this database flows in unsolicited.

Development of professional know-how

If the mapping operation described above showsttiee is a lack of specific skills useful
for audiovisual production, the Film Commission cpromote training and upskilling
initiatives to fill the gaps.

To this end there are two main lines of action. Titst envisages forms of collaboration with
the local universities and professional schoolsdiee the problem through courses, seminars
and workshops.

The second is to offer scholarships to people wilamtvio follow training and upskilling
courses at specialized centres in other regioabaad.

Training is strategically important as it can semotion a virtuous circle: productions choose
the territory because it can supply specializedgssionals that in turn grow in number and
know-how proportionately to the specific demandstdad, if the territory cannot offer
professional know-how it will be less attractivamhothers. As mentioned above, the range of
professional skills to include in the database rbestvide because audiovisual productions do
not only need professionals strictly linked to théustry (make-up artists, costume designers,
set designers, etc.) but also basic servicesdkgtricians, carpenters, etc.). Moreover, in the
cases analyzed, the professions registered by Edmmissions in their databases are not
limited only to those strictly related to the shogtstage. They also cover know-how needed
in other stages such as pre- and post- productidghis prolongs the time the whole troupe or

part of it stays on location.

Location scouting and photographic archives
The Film Commission must get out and about to seat\the region has to offer: places of

unique cultural, historical, artistic and naturadisinterest, town centres, suburbs, small
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villages and towns, rural areas, industrial zonesyntain landscapes, etc. The range must be
sufficiently wide to satisfy the requests of protioic companies that are often difficult to
predict.

The concept of versatility is particularly importahone considers the tendency to “tout” one
city for another on the screen (so-calleg@nse plating expression used in the United States
to indicate the change of vehicle registration gdat(Elmer, 2002). The use of “stand-in
cities” is common in the United States and is baognncreasingly frequent in Europe too.
Photographs of the territory are included in arhiaee that can be accessed from the Film
Commission’s website. The quality of this archivepends on the variety and wealth of its
images, how it is organized and how user-friendlig.i An assortment of photos which are
most representative of the landscape is usualljighda in the brochure used to promote and

support the Film Commission’s activities.

Granting of permits

Numerous permits have to obtained from local ingths before a film, television series or
any other kind of audiovisual production can betshibe production also usually requires the
assistance of the local authorities because, famgle, they may need to block the traffic,
shut off rooms in museums where scenes are tolibedj etc. The production staff often

don't know which office to contact to obtain thgeamits and services, especially if they
come from another country, and the Film Commissam help simplify the procedures which

could otherwise result in a great deal of wastedetiln many cases it was to fulfil this

function that Film Commissions were initially sqt in the 1940s: to mediate between the

audiovisual productions (at that time only featfiiras) and the local administrations.

Stipulation of conventions

One factor that can influence a production comparmyioice is the cost of the services it
needs on location: transport, accommodation, thiakef spaces and catering. In many cases
Film Commissions enter into agreements with loagbpdiers which envisage extremely
favourable conditions and prices for production pames that choose their region. The

Commissions are often assisted by the local toaffgtes in this activity.

Promotion of services offered
Film Commissions usually organize promotional caigipgion a national level and, in a more

targeted way, on an international level, to prontb&r activities, the professional know-how
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they can offer, the landscape of the territory ang local economic and tax related benefits.
The main targets of these promotional activitiee @roduction companies, television
companies, advertising agencies and subjects #@natdaectly or indirectly influence the
choice of location. Three promotional tools areegally used. The main one nowadays is the
web site where information about activities anerefce locations can be found. This site is a
producer or director’s first contact with the Fildommission so it needs to be replete with
easily consultable information and be designedradtdbe needs of audiovisual production.
The second tool used for promotional purposesadtbchure which is handed out during the
main events organized by the sector (festivalskatay conventions) and which contains the
main information about the territory, a selectidnpbotographs of its most representative
locations, a list of the activities carried outthge Film Commission and an indication of any
economic support available to audiovisual produngtioThe third tool is a mailing-list
containing the addresses of economic and artigpgcators in the audiovisual sector to which
news about events and regular updates on the esmftered are sent.

The target of promotional activities are not jusbguction companies and operators in the
national and foreign audiovisual sector but alsoltdtal population. Filming on location can
sometimes inconvenience the locals, or cause dmebnand impatience. The Film
Commission therefore has to inform the local popaitaof the imminent arrival of the crew
and of how long filming will last, in the meantingressing the benefits (in terms of
economic repercussions and image) that can bedybooally from these activities. Effective
communication with the local population also helpsiecessary, to legitimize the existence
of the Film Commission and its costs, to guaratieé the troupe receives a warm welcome,
and to raise its own visibility so that it becongzeseference point for anyone interested in the
audiovisual world (e.g. professionals who want &ibcluded in its database, suppliers of
services who want to enter into agreements, stadentgraduates interested in work
placements, etc.). To facilitate this work with tbeal population it is essential to cultivate a
systematic relationship with the local media.

Promotion of the Film Fund

Film Commissions are not generally entrusted with hanagement of any regional Fund set
up to support audiovisual production. Local adntmaisons usually appoint special
committees with specific skills for this. Howevéne director of the Film Commission is
often a member of this committee or offers advideemw requests for financing are being

evaluated. Moreover, the Film Commission promothe #und with the production
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companies and informs them of the conditions offesed procedures to follow to obtain
funding.

Advisory services to institutions on the promotidaudiovisual policies

In many countries audiovisual policies are defibgdocal administrations (e.g. in Germany,
Italy and Spain) which are empowered to enact laegulating the sector and its
development. In this context the Film Commissickr@w-how is exploited to identify and
assess problems or develop proposals. In some ttesdgcision to create a Fund or to adopt
de-taxing policies for audiovisual production i thesult of dialogue between the Film

Commission and the local administration.

Network affiliation

In many cases, besides representing a guarantgeatify, becoming a member of one or
more networks is considered important in promoting developing a Film Commission. As
mentioned above, there are national, continentigéwbal networks.

There are numerous reasons for joining networkst fof all they offer occasions to
benchmark and share experiences and best praclicesnetworks usually organize annual
meetings to which all the Film Commissions aretediand which are excellent occasions for
debate and for learning. The condition that anynFZommission must meet to become a
member of the AFCI is that at least one of its merslfollows a training course organized by
the network or takes part in a work placement attaar member Film Commission. A second
reason for joining a network is the possibilitysbfaring promotion and participation costs at
important events in the cinematographic and audi@liworld; the most emblematic example
of these are the international festivals. It is @dnomically feasible for a Film Commission
to take part in all the big events in the audioalsworld, starting with the festivals (e.qg.
Cannes, Venice, Berlin, Locarno), while the netvgodte always present and can provide
information and material about each of their memb&eing a member of the AFCI also
represents a guarantee of professionalism for dugtmn company looking for a Film
Commission. Finally, the AFCI represents its menflibn Commissions in Los Angeles, the

beating heart of the audiovisual industry.

Assistance during filming
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Usually a Film Commission assists the productionndufilming, meeting needs that require
local solutions. It also provides translation anteipreting services when the personnel of a

foreign production need to talk with local suppdierf services and know-how.

Logistic support

Some Film Commissions offer logistic support to darction companies such as offices,
meeting rooms, storerooms, parking areas. Thisicgers usually greatly appreciated as it
saves the production company time and money amavslit to work in good conditions
(productions, above all low budget ones, sometihaa® to adapt to makeshift and less than
comfortable conditions).

Valorization and promotion of the region

A Film Commission’s task is to valorize and promdte region, help the production to
recognize and appreciate the local artistic andigctonic heritage and landscape so that it is
represented in the audiovisual work being produbedxchange for the operative, and above
all financial, support it provides, a Film Comm@@simay sometimes ask to see and change
the screenplay so that the region is given highoNity both in terms of the number of scenes
and of image/reputation. The result depends on tyeen the production company is to this
request but mainly on the negotiating power thenFllommission manages to wield.

If the production company allows this “interferehtigen the Film Commission must be able

to provide competent professionals able to inteeviara professional way.

Valorization and promotion of tourism

A Film Commission often also undertakes the taskabdbrizing and promoting the region in
liaison with local tourist offices, publicizing th@esence of the production company during
filming and, subsequently, the locations represknk®or example, in some cases a Film
Commission and the local tourist offices have preggaa movie trail map indicating the
locations at which films have been made. Or, mamgply, they have indicated locations,
buildings or homes where scenes of films were slitbt plaques and signs.

Many tools have been developed to enhance locaistoy highlighting the link between a
certain location and the cinema or television wordh emblematic example of this is
Salzburg, which more than fifty years later stifinefits from the tourism generated from
having hosted the filming of the movidne Sound of Musid-or this to happen it is important

to know how to exploit and enhance the relationdlg@pween film production and territory,
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planning a specific territorial marketing campaid¢m.the case offhe Sound of Musiche
Salzburg tourist office’s website has a sectioniclkdd specifically to the film where
thematic tours and tourist packages are offerettétke in the Austrian locations present in
the famous movie.

There are many cases in which a successful fiimbessn followed by projects aimed at
favouring tourism in the area of the filming. Soafeéhe most recent cases inclusidewayin
California, theHarry Potter saga in Great BritainThe Da Vinci Coden Great Britain and

France, and the television seriespector Montalbanin Sicily.

Regional funds

In the last two decades some regions have set fum dund to support the production of
audiovisual products. A film fund is an amount admey set aside for one or more stages of
the audiovisual production which can be obtainemimfrthe administration that set it up.
Regional support is generally granted in the fofneafinancing, repayable loans and direct
grants. Only in a few cases do the funds ask twobgroducers.

In recent decades regional public financing hasoivec an ever-larger slice of the funds
available to the cinema and audiovisual sectorumpe. While in 2002 the distribution of
European public funds at a regional level saw natidinancing in the lead (71%) followed
by sub-national financing (20%) and supranatiomarfcing (9%), in 2010 the situation was
completely different. Sub-national financing nowads with 56%, followed by national
financing (35%) and supranational financing (uncjeat) (ANICA 20115.

There are generally two reasons behind the decisiget up a fund. On one hand there is the
desire to support local cultural production and ¢heative talent present in the region which
would otherwise have no way of emerging while om dther there are two purely economic
considerations. Firstly, the possibility of receiyi financing makes the region more
interesting to producers; even although the amotithe financing is usually fairly small, a
region which contributes in part to the productiglget is still always preferable to one that
doesn't. It is important to note that cinema andvision productions require very high
investments and that the economic risks involvedadso very high so any resource, however
small, which is able to reduce this exposure igeppted. Secondly, it is a well-known fact
that producers are reluctant to share economiernrdton about their production with other

“European and national/regional financing shouldeotonsidered interchangeable. Indeed, Europeis fare
generally aimed at supporting training, developmamd distribution, leaving the member states armgional
funds to support the production stage when thegiden this opportune.
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parties. In other words, in most cases a Film Cosion does not know exactly how much a
production has spent in the host region. The ordy ¥o get this information is to grant a
loan, generally under the condition that a perggasually 120-150%) must be spent in the
region. The production company must obviously destrate that it has met this condition,
presenting the relative invoices to the Fund whghhus able to ensure both a minimum
economic impact on the territory as well as itstodrand quantification.

The amount of the Fund varies from region to regdepending on size, wealth and
acknowledged strategic importance for the audi@lisector in terms of economic and
cultural policy. The criteria for the granting adans also vary: they can be artistic and/or
commercial, or can be aimed at supporting loca&ntalregional languages and dialects or its
historical and cultural heritage and landscape. Hflecation of loans can also be
proportionate to the number of days of shootinghi& region, or be linked to a minimum
number of scenes set outdoors (thus where thedocatmore recognizable).

In general, it can be said that the funds wergailytset up in federal states with good know-
how and breadth of action in the audiovisual sedlike Germany which set up the first
European fund in 1989) and that in the 1990s Idams the few active funds in Europe were
granted on the basis of the cultural value of tlasf (culture driven funds), above all in
France and in the Mediterranean area (Latin mo@gl)y from 2000 did the granting of loans
begin to follow economic logics and aims (economyeh funds), following the example of
Germany and other northern European countries i(@mttl model), and no longer regarded
films alone but also other audiovisual productiongth few exceptions, in Italy, France and
Spain the funds are now usually a combination efahove.

There are now 150 active funds in 36 countriesutinout Europe. France has the largest
number of funds while Germany is the leader indgheunt of regional economic resources
available (Euro 104.7 mil, followed by Great Bnitavith 48 mil, Spain with 41.7 mil and
France with 39.1 mif) In Europe there is also a network (Cine Regidliciv gathers together
35 funds from 15 different countries, whose aimtdasshare best practices and promote
cooperation projects among its members. Cine Ralgio plays an important lobbying role

with the European Union and with the Culture Consiois.

Focus: Italy

®Data processed by the Fondazione Ente dello Sp&it&2010) based on a research paper entitled {Stndhe
Role of Banks in the European Film Industry” cadr@ut by the company Peacefulfish
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In a highly ambiguous regulatory context as regavts is entitled to legislate in the film-
making sector (Versace et al. 2008), starting ftbenend of the 1990s the regions, provinces
and towns/cities in Italy began to intensify thaiitiatives in this sector, adopting new
strategies. While at one time their activities fe®ed solely on occasional cinematographic
events linked mainly to the exhibition stage (fesis, cineforums etc.), from the end of the
last century local institutions began to get inwalvin training, development, pre- and post-
production, shooting and distribution. In a smalhber of cases specific laws were enacted
for the cinema (for instance in the Friuli Vene@aullia region) while in others more generic
framework laws were adopted for the entertainmentcss as a whole. In under a little less
than 15 years cinema has therefore become, imarratuted way, one of the sectors in which
Italian federalism (today at the heart of a widetitiral debate) has developed most. The
forms of intervention vary in terms of strategiomaj financial dimension, territorial
importance and administration but there is a cletarest in, and great enthusiasm for, the
audiovisual sector which has no precedent in ththy of Italy.

This renewed attention to the audiovisual sectarlad to many local institutions setting up
their own Film Commission, at times they have dsen set up by individuals who have
managed to attract the interest of their admirtisina. The first region in Italy to set up a
Film Commission was Emilia Romagna in 1997. Infih@teen years that have passed since
then ltalian Film Commissions have grown signifitarboth in number and in strategic
importance for the film-making sector (local andiomal); many side industries have also
developed.

In light of this growing phenomenon, in 1999 theefgy for the Promotion of Italian Cinema
(Italia Cinema), the Ministry for Culture (Mibacjhe Ministry for Foreign Trade, the
Ministry for Foreign Affairs and the National Instie for Foreign Trade (ICE) organized a
meeting with the existing Film Commissions and &as the pipeline with the aim of
defining the principles and guidelines which thessv institutions would have to comply
with. The outcome of the meeting, with the signaiga memorandum of understanding, was
the National Coordination of Film Commissions. Thastity assists in the growth and
consolidation of new Film Commissions, promotesoamon image, both nationally and
internationally, for all the signatory Film Commmss to the memorandum, encourages
partnerships to reinforce the national film-makindustry and has a representative role with
Mibac (Provenzano 2007). The Coordination is firmmhby the membership fees of the Film
Commissions and by loans from Mibac, highlightirge timportance of both horizontal

(Region-Region) and vertical (State-Regions) cawtion in the good functioning of the
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national system of Film Commissions and which mabglieve should be further
strengthened. The member Film Commissions cancalgnt on offices opened by the ICE in
Los Angeles which will allow them to forge directlationships with the Hollywood
producers. Indeed, the ICE is active in promotiagjdn locations, the tax incentives recently
adopted in Italy to favour the cinema and in medgabetween the North American producers
and the Italian Film Commissions. Until just a fgears ago the ICE organized fam tours;
that is, visits to Italy offered free to Americanogducers and directors aimed at promoting
Italian locations.

Today there are 22 Film Commissions in the Cootthna To become a member, a Film
Commission must respect three conditions (requa=ih to become a member of the
international networks mentioned above): a) be a-profit organization that offers free
services to productions; b) have been set up aogrezed by a local government at a
regional, municipal or provincial level; c) not part of the film production or distribution
industry so as to avoid conflicts of interest. Blesi these 22 commissions, there are others
that are not members of the Coordination but iimgossible to calculate their number
accurately because there is no role or registdr witich the Film Commissions are obliged
to enrol. Some estimates talk of around 30 Itaf@mmmissions but a search on Internet gave
a result of more than 50 Film Commissions, presuynalstive in Italy with their own
website, and news continues to arrive of feasybfiitidies underway to assess the creation of
new ones.

The world of Italian Film Commissions is highly bBeigeneous as regards territorial
representativeness, set up, internal mechanism®&ri volume of activity and resources
available. In general, Italian Film Commissions areoffshoot of local authority/offices for
tourism, culture and production activities or, ithe& cases, they are connected non-profit
entities. The legal statuses most commonly fourdtlaat of a foundation (Calabria, Genoa
Liguria, Lombardy, Puglia, Rome Lazio, Turin Piedm)o an association (Abruzzo, Friuli
Venezia Giulia, Sardinia) or a department withipublic office (Emilia Romagna, Marche,
Veneto, Sicily). Annual operating costs are estedab be around 180-200 thousand Euro for
the smaller structures and 400-500 thousand Eurthélarger ones with a staff which varies
from between 2 and 8. Alongside these structuresethare others, often set up by
professionals because there is no Film Commissidhdir region or because the existing one
is not considered efficient (di Cesare-Rech 2008ts¥ce et al. 2008, Fondazione Ente dello
Spettacolo 2010).
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Over time some Film Commissions have grown andhe@dca good level of maturity;
delegated by the local administrations, they nownage important structures (e.g.
mediateques and archives), have given life to ptejéinked to the audiovisual world
supported also by European funds, and have eamedtaoritativeness which makes them
the first entities to which producers propose ptgend with whom financing is searched for
before contacting Mibac or the television networ®sher Film Commissions, instead, after
the initial enthusiasm, are in the doldrums anchaibappear capable of further growth.

Like in other European countries, many local gowents in Italy have supported Film
Commissions by setting up a fund for the audiovisggztor. However, while in the main
European countries the first funds appeared betweeihate 1980s and early 1990s, in Italy
the first region to introduce this tool was Frivknezia Giulia in 2003. Since then the number
of regions that have adopted this tool has riseccofding to data from a recent study
conducted by ANICA (2011), between 2003 and 20¥) Ithlian regions allocated around
116 million euro to the cinema and audiovisual @ectn just four years (2006-2009)
resources quintuplicated to reach a total of 29l6am Euro in 2009, of which around 40%
spent on the cinema. Data regarding the expenditfuitee regional entities appear even more
interesting if compared to national figures: betw@&®d07 and 2009 national funds for the
cinema dropped by 12.1 million, offset by an inseeaf 13 million allocated by the regional
funds in the same period. And again: in 2010 thezee 25 active funds in 14 regions for an
average contribution of 146 thousand Euro per ptojerespective of type). The projects
promoted and the criteria of intervention remaighly heterogeneous throughout Italy but it
is clear that the process underway has now proggledsom the embryonic and

phenomenological stage to become an increasingiydsceality.

First case study: Friuli Venezia Giulia Film Commission

Friuli Venezia Giulia was one of the first Itali@egions to set up a Film Commission. The
original idea behind the initiative was to creat&iem Commission for the city of Trieste
alone but, in light of the main European experisnakthe time, in 1999 it was decided to set
up a regional commission, at the department fordgection activities; the project was
included in the budget the following year and tbenmission went into operation in 2000.

The Friuli Venezia Giulia Film Commission was sptas an association so that it would have
a certain degree of decision-taking and managemeependence from the founding entity
and greater administrative flexibility (from theeation of the Film Commission to the

decision-taking processes, payment of taxes ani@ctioin of loans). After the first year,

18



during which its services were set up with the suppf a one-off loan from the Region, the
Film Commission has received three-year loans baset$ three-year plan.

The work the Film Commission had to do was tougiulifVenezia Giulia does not have a
particular tradition or vocation in audiovisual guxtion and is not well-known abroad. At
least, not as much as other Italian regions chtmeiilms and television series because of the
prestige of certain landscapes and monuments,pa@ctise of the presence of a Film
Commission in the region or the quality of the smg it offers. The Friuli Venezia Giulia
Film Commission thus set up a series of initiatitespromote its services and locations,
taking part in major events in the world of cineffestivals, fairs, etc.), creating a mailing list
with 5000 addressees in Europe alone and optimvallyrizing its uniquenedsin 2003 the
region also set up its first film fund, the onlyeothat existed in Italy for the following three
years. The film fund is a traditional type of fund whiaffers grants to all audiovisual
productions (local, national and foreign) filmedrnuli. These grants vary depending on how
long the production remains in the region and eagas a) a minimum percentage of the total
grant received to be spent in the region; b) amimn percentage of outdoor filming in the
region compared to the entire number of outdoopthof the edited product; ¢) a minimum
percentage of shoots made in the region comparéettotal shoots of the edited product.
The table below summarizes the criteria for acogsiie fund and the possible contributions

in the various cases.

Contributions up to a Weeks shooting in| Min. % of reported | Min. % of outdoor | Min. % of total shoots
maximum of Euro the territory expenditure requested shoots
140000 >7 150.00% 70.00% 50.00%
60000 >5 150.00% 70.00% 50.00%
20000 >3 150.00% not requested not requested
5000 >1 150.00% not requested not requested

“The Film Commission has worked a great deal oroffer of Alpine landscapes and seascapes withadaus

of just 150 km. Today at least 20-25% of the praidins hosted each year come from Germany and Austri
because Friuli is their first outlet to the seaeTwoasts of Friuli have been touted on the screethé Amalfi
coast and for the Cote d’Azzure.

*Chronologically Campania preceded Friuli with regiblaw no. 15 of 2002 which set up an economicffar

the co-production of films, television programmigatrical and musical events but resources ortamdo be
allocated in 2006.
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As can be seen from the table, the assignmentiarib@ve nothing to do with the artistic or
cultural value of the product but are based onrmatars linked to the cash flow which can be
diverted to the territory and the visibility it gaziaranteed.

The creation of the film fund was a strategicatigisive choice, corroborated today also by
the numbers. Indeed, until 2003 very few audiodigwaductions were filmed in Friuli. The
rare exceptions (for exampMajoni fall within the above-mentioned cases of geogi@ph
realism and the irreplaceability of the locationccArding to the estimates of the Friuli
Venezia Giulia Film Commission, two years followitige set up of the film fund the number
of days of filming per year in the region quadrubl&/hile before the set up of the film fund
Friuli hosted between 3 and 4 audiovisual prodwmstifor a total of around 100 days of
filming per year, two years after the advent of thed the number of days has never been
less than 300 (304 in 2006, 369 in 2007, 434 iB¥00

Alongside the film fund, in 2006 the Region set the so-called Regional Fund for the
Audiovisual Sector whose task is to promote themgnoof local companies operating in the
audiovisual production sector and the qualificatddhe professional resources. The ultimate
aim is the creation of a production centre withcsglezed professionals and full valorization
of the region’s heritage (for example, measuresufgport productions that make use of local
idioms). Friuli has therefore taken an oppositedion to that traditionally followed by the
regions of the Latin area, introducing the grantiqunds based on cultural criteria only at a
later stage, when it had become mature (Versaak, &008).

The Regional Fund for the Audiovisual sector wasigleed also to cut the so-called
“indiscriminate loans” which the various local gomment departments of culture allocated to
small local productions without ever adopting stddcriteria. The allocation of financing
from the Regional Fund for the Audiovisual sectgrthe regional government office for
culture, instead, follows extremely clear and rag guidelines, inspired by the regulations
of other European funds. In detail, several tendegscalled every year on the basis of which
the regional administration grants contributionsptoduction companies and associations
with headquarters in Friuli Venezia Giulia up tonsximum amount of 50% of the
expenditure necessary for three strategic sec&)rengoing professional training for sector
experts; b) development of individual fiction, shfilm, documentary and animation projects
for the national and international market; c) dmttion of audiovisual products on the

®Source of 2006-08 three year data: ANICA 2011.
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regional, national and international market. Thadbeiary must guarantee coverage of the
rest of the loan. For scholarships the loan cachré@0%.

As can be seen from the above, the Regional Fuad don finance the shooting stage and is
aimed at companies and citizens of Friuli. In nurap¢he Region allocates Euro 180,000
every year to the activities of the Film Commissi&uro 42,000 to the film fund and Euro
300,000 to the Regional Fund for the Audiovisuatsewhich in 2010 were assigned to 12
training projects, 10 distribution projects andevelopment projects.

Other data beside those indicated above confirmstiveess of the initiatives of the Friuli
Venezia Giulia Region. Indeed, Friuli is one of fleev regions where an attempt has been
made to estimate the induced income generatedeimetiion from the loans granted by its

film fund. The basic elements on which this estemahs made are:

2006 2007 2008
Number of productions 20 25 26
Days of work - 488 643
Days of shooting 304 369 434
Hotel reservations 10,908 11,958 14,993
Local professionals used 146 170 230
Actors 107 104 88
Extras 2,544 2,201 3,644

On the basis of these elements direct expenditutbe region was calculated to be Euro
4,446,270 in 2006, 5,994,749 in 2007 and 7,510j87%009. A multiplier of 1.9 was then

applied to these numbers to obtain a total inducedme of Euro 8,003,286 in 2006,

10,790,548 in 2007 and 13,519,755 in 2008

Second case study: Apulia Film Commission

The creation of the Apulia Film Commission was saged by article 7 of regional law no. 6
of 2004 but it was actually only officially set tipree years later, in February 2007 and went
into full operation in July of the same year. Thpuha Film Commission is a foundation
controlled by the Puglia region and its legal statuthat of a company under private law of
which the province of Lecce and the towns of BRrindisi and Lecce are founding partners
and more than 16 other towns are ordinary membeagy it has a total of 23 members).

” Ibidem
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The decision to set up as a foundation is duedati of involving as many regional entities
as possible and of being able to count on theipsupand economic and decision-taking
participation, as can be seen from the financirgjesy and from the by-laws of the decision-
taking boards. The Region finances the Apulia Rtommission Foundation with an initial
one-off loan of Euro 500,000 (imprest fund) and fagment of a contribution set year by
year (in 2010 the Region allocated Euro 1,500,00lirg the sum granted three years earlier
when the Film Commission was created). On top @ there are the contributions of
provinces, towns and local entities. The provinpag an annual amount of Euro 0.20 per
inhabitant up to a maximum amount of Euro 200,08€hewhile for the towns the respective
amounts are Euro 0.20 and 100,000.

As regards representation of the members in thesidaeetaking boards, article 8 of the by-
laws states that “the board of directors comprisesaximum of eleven members one of
which is appointed by the Puglia Region as chaitntlaree by the provinces, three by the
capital cities of each province and one by the edi@lders, representing the other ordinary
members".

The financing the Apulia Film Commission receives used in three ways: internal
management of the Film Commission, the supply ofises to productions and the film fund.
The Puglia film fund has existed since 2007, tlsatsince the Film Commission became
operative. The loans are allocated on the badisnofers called three times a year and granted
as follows: 20% at the start of shooting and 80%hatend of the production on the basis of
statements that demonstrate expenditure in th@megf at least 150% of the contribution
received and the recruitment of local personnektdeast 30% of the total number of people
involved (technicians, actors, extras, post-productoperators, etc.). The audiovisual
productions must also use the services suppliecblypanies with registered office in Puglia
and, in the case of filming which straddles the deor with neighbouring regions,
accommodation and supplies must be procured fronctares in Puglia. In 2007, the film
fund allocated loans to 11 films whose total budga$ Euro 25.9 million, 3.8 of which were
spent in Puglia. In 2008, 30 works were financedafglobal budget of 13.8 million, 4.8 of
which were spent in the region (Fondazione Enteod&bettacolo 2010). The annual budget
of the Puglia film fund now stands at around Eu&00.00.

The Apulia Film Commission does not operate onlaudiovisual production but also in the
management, training, conservation of the audi@aisieritage and cultural promotion (the

fact that the Film Commission reports to the logalernment department for culture and
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tourism but not to that for production activitiesindicative. The choice made was that of
working on the development and support of the ergudiovisual chain, of its specialists and
its public. Thanks to the use of the European FdmdRegional Development (around Euro 7
million in the 2009-2011 period), the Apulia Filmo@mission has set up numerous projects
on which around thirty collaborators work. Theselude the “Progetto Memoria” whose aim
is to make audiovisual products about people, svantl places that have contributed to
defining the identity of Puglia in the ®@entury; the “Progetto Experience” which envisages
a creative writing workshop for cinema and telemisscriptwriters, directors and producers;
and the management of a circuit of quality cinemm@atres throughout the region. Since
autumn 2009 cineports - multipurpose structure$ \pioduction offices, sets, warehouses,
make-up rooms, casting rooms, wardrobes and muiarscreening theatres, etc. - have been
built in Bari and Lecce. These structures aim toobee a permanent reference point for
sector professionals and represent a tangible gighe desire to capitalize the resources
invested in terms of professionalism, youth emplegirand training.

After barely four years of activities all the elem® needed to draw up a complete picture of
the Puglia experience is still not available. Anywat the beginning of fall 2011 a study
commissioned by the Apulia Film Commission abo& éitonomic impact of its Film Fund
on the region has been published. In four yearsabivities the Film Fund sustained 76
audiovisual productions (31 feature films, 22 doeutaries, 13 short films, 5 TV series, 2
video clips, 2 film TV and 1 videogame) and it leeen estimated that for each euro gave by
the fund, 6.3 euros have been spent by the pramuetithin the region. Moreover, other
positive signs are clearly emerging. In recent yelae Salento area has seen a marked growth
in the number of tourists which tourist operatotg pdown to the image that has been
conveyed by the cinema, thanks for example to tlbeksvof the local director Edoardo
Winspeare or the fillhoose Cannonby Ferzan Ozpetek filmed in Lecce. The film toakd&
8.5 million in Italy, was sold to 40 countries amdn the jury’s prize at the Tribeca Film
Festival with the motivation “[...] for having made laugh, cry and decide to go straight out
and book a trip to the South of ltaly [...]". Asgeeds the promotion of film tourism, the
Apulia Film Commission has also made contacts im&fwvhile collaboration projects are
already underway with India, strategic country lseait is the leading producer of films in
the world.

8The AFC has been assigned the task of coordin#iiegegional audiovisual system comprising the aeaji
mediateque in Bari, the Unesco Mediateque in Spacthe digital training centre in Mola di Bari atide
Cinema Abc cinematographic culture centre in Bari.
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Conclusions

As in the rest of world, Film Commissions are gagniground in Italy as a strategic tool
which is functional to the systemic developmentirafividual regional realities where the
economic growth of the territory is interrelatediwtihe cultural and professional growth of its
inhabitants. Film Commissions are now able to &gpis process, at the same time playing a
delicate and valuable role of negotiation betwebe parties. Nationally, instead, a
relationship of complementarity is being establishetween the support of the government
for the cinematographic sector and that offeredhgyregions, provinces and towns as is a
virtuous relationship of collaboration and competit between different cities and regions
which at one time would never have thought thenesehble to successfully operate in film
production and which today appear mature enougto a®mpete with the historic cinema
capitals (Rome in Italy and Paris in France, efithe experience of Friuli Venezia Giulia and
Puglia are a clear example of how the cinema (nati@and foreign) in Italy now has a
growing number of possible partners which count ioternationally acknowledged
professionals. France and Spain are experiencagdime phenomenon and the same benefits
we found in Italy. The Mediterranean area is bygltime an area used and exploited for film
shooting by national and foreign film productiofi®day that praxes could became the heart

of a new and organized business able to guarantg®mic and cultural development.
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