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Abstract  

 
This  master’s  dissertation  examines  how  cities  employ  entrepreneurial  governance  strategies  to  

attract  and  sustain  the  film  industry  as  a  tool  for  urban  revitalization.  It  is  guided  by  the  central  

question:  “How  do  cities  become  entrepreneurial  to  attract  the  film  industry?”  Building  on  the  

concept  of  urban  entrepreneurialism  (Harvey,  1989)  and  the  critiques  of  the  creative  city  discourse  

(Florida,  2002;  Landry,  2008),  the  study  adopted  a  qualitative  comparative  methodology  and  a  

case-study  approach.  Policy  mapping  is  conducted  across  ten  strategically  selected  cities  comprising  

UNESCO  Creative  Cities  of  Film,  global  film  industry  hubs,  and  emerging  film  cities  from  the  

Global  South,  using  a  taxonomy  of  policy  criteria  such  as  financial  incentives,  infrastructure,  

regulation,  and  cultural  promotion.  This  comparative  framework  is  complemented  by  a  detailed  

case  study  of  Turin,  based  on  desk  research  and  semi-structured  interviews  with  local  experts  

and  stakeholders. 

The  findings  show  that  successful  integration  of  the  film  industry  into  urban  strategies  depends  

on  effective  cooperation  between  policymakers  and  industry  actors,  alignment  of  local  and  global  

policy  scales,  and  a  balanced  interplay  between  public-sector  leadership  and  private  investment.  

In  contrast,  the  Turin  case  highlights  persistent  shortcomings:  fragmented  stakeholder  engagement,  

reliance  on  privatized  cultural  investment,  and  tensions  between  cultural  commodification  and  the  

city’s  unresolved  post-industrial  identity.  Unlike  consolidated  film  clusters,  Turin’s  film  industry  

remains  socially  and  economically  peripheral,  shaped  by  historical  industrial  legacies. 

The  thesis  concludes  that  leveraging  the  film  industry  for  urban  revitalization  requires  more  than  

entrepreneurial  governance.  

 

Keywords:  Urban  Revitalization,  Cultural  Planning,  Film  Industry,  Entrepreneurial  Cities,  Creativ

e City,  Neoliberal  Urbanism,  Cultural  Commodification,  Turin  
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Abstract  in  lingua  Italiana 

 
Questa  tesi  magistrale  analizza  come  le  città  adottino  strategie  di  governance  imprenditoriale  per  

attrarre  e  sostenere  l’industria  cinematografica  come  strumento  di  rivitalizzazione  urbana.  La  

ricerca  è  guidata  dalla  domanda  centrale:  «In  che  modo  le  città  diventano  imprenditoriali  per  attrarre  

l’industria  del  cinema?»  Facendo  riferimento  ai  concetti  di  imprenditorialismo  urbano  (Harvey,  1989)  

e  alle  critiche  della  “creative  city”  (Florida,  2002;  Landry,  2008),  lo  studio  adotta  una  metodologia  

qualitativa  comparativa.  È  stata  condotta  una  mappatura  delle  politiche  in  dieci  città  selezionate  

strategicamente  tra  cui  Città  Creative  UNESCO  del  Cinema,  grandi  hub  globali  dell’industria  e  

città  emergenti  del  Sud  Globale  utilizzando  una  tassonomia  di  criteri  quali  incentivi  finanziari,  

sviluppo  infrastrutturale,  regolamentazione  e  promozione  culturale.  A  questa  analisi  comparata  si  

affianca  uno  studio  di  caso  approfondito  su  Torino,  basato  su  ricerche  documentali  e  interviste   

semi-strutturate  a  esperti  e  attori  locali. 

La  ricerca  mostra  che  l’integrazione  efficace  dell’industria  cinematografica  nelle  strategie  urbane  

dipende  da  una  cooperazione  strutturata  tra  decisori  politici  e  operatori  del  settore,  

dall’allineamento  tra  scale  locali  e  globali  delle  politiche,  e  da  un  equilibrio  tra  leadership  pubblica  

e  investimenti  privati.  Al  contrario,  il  caso  torinese  evidenzia  criticità  persistenti:  frammentazione  

del  coinvolgimento  degli  attori,  eccessiva  dipendenza  da  investimenti  culturali  privati,  e  tensioni  

tra  la  mercificazione  della  cultura  e  l’identità  post-industriale  della  città.  Diversamente  da  cluster  

consolidati,  l’industria  cinematografica  torinese  rimane  periferica  sotto  il  profilo  economico  e  

sociale,  segnata  da  eredità  storiche  industriali. 

La  tesi  conclude  che  valorizzare  il cinema  come  leva  di  rigenerazione  urbana  richiede  più  della  

sola  governance  imprenditoriale. 

Keywords:  Rigenerazione  urbana,  Pianificazione  culturale,  Industria  cinematografica,  Città  

imprenditoriali,  Città  creativa,  Urbanismo  neoliberale,  Mercificazione  culturale,  Torino 
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Introduction 

0.1.  Background   

This  dissertation  stems  from  my  personal  interest  in  cinema.  During  my  high  school  and  

bachelor’s  degree,  I  developed  this  passion,  starting  from  watching  films  and  then  reading  

about  them,  to  finally  taking  directing  courses.  For  this  dissertation  project,  the  focus  

was  first  meant  to  be  on  artistic  aspects  and  perceptions  that  people  and  audiences  have  

of  cities  based  on  films.  Then  I  realized  that  a  more  urban  studies  and  geography-

focused  approach  was  needed  to  understand  the  cinema  industry  as  a  creative  urban  

economy.  Meanwhile,  I  had  been  living  in  Turin  for  more  than  a  year  when  I  started  

to  work  on  this  dissertation.  Through  courses  like  urban  geography  and  urban  economics,  

I  became  familiar  with  some  foundational  concepts  in  urban  studies,  which  altogether  

directed  me  to  the  path  of  starting  this  piece  of  work. 

     Turin  (Torino),  the  capital  of  Italy's  Piedmont  region,  is  in  the  northwestern  part  of  

Italy,  near  the  Alps  and  along  the  banks  of  the  Po  River.  The  city  is  known  for  its  

elegant  architecture  and  iconic  landmarks,  most  notably  the  Mole  Antonelliana,  home  to  

the  National  Museum  of  Cinema.  Richly  tied  to  the  historical  legacy  of  the  Savoy  

dynasty,  Turin  is  celebrated  culturally  for  its  longstanding  contributions  to  cinema,  

epitomized  by  the  internationally  recognized  Torino  Film  Festival,  as  well  as  its  renowned  

culinary  heritage,  particularly  coffee,  chocolate,  and  wine. 

     A  pivotal  moment  in  Turin’s  contemporary  history  occurred  during  the  1980s  when  

FIAT,  the  Italian  automotive  giant  originally  established  in  the  city,  began  shutting  down  
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several  of  its  local  production  plants.  This  shift  constituted  a  significant  part  of  a  broader  

deindustrialization  phenomenon  affecting  many  Western  cities.  The  closure  of  industrial  

facilities  had  profound  economic  and  social  impacts,  compelling  Turin  to  navigate  the  

transition  from  a  manufacturing-based  economy  toward  new  strategies  for  economic  

renewal  and  urban  development. 

     In  response  to  these  industrial  and  economic  challenges,  Turin  adopted  strategies  

aligned  with  what  Harvey  (1989)  characterizes  as  “urban  entrepreneurialism.”  This  strategic  

shift  involved  proactively  attracting  investment  and  capital  through  innovative  urban  

management,  branding,  and  cultural  initiatives.  Turin's  trajectory  aligns  closely  with  the  

emergence  of  creative  city  discourse  as  formulated  by  Richard  Florida  (2002),  emphasizing  

the  critical  role  of  cultural  and  creative  industries  in  urban  economic  rejuvenation.  This  

dissertation  explores  this  alignment  and  particularly  how  the  film  industry  became  a  

central  element  within  Turin’s  entrepreneurial  and  cultural  regeneration  strategies. 

 

0.2.  Urban  Entrepreneurialism,  Creative  City  and  City  

Transformations 

     The  economic  landscape  of  cities  underwent  a  profound  transformation  following  the  

decline  of  Fordism,  a  phenomenon  often  associated  with  widespread  deindustrialization.  

At  the  governance  level,  this  shift  prompted  cities  to  move  from  traditional  managerialism,  

focused  primarily  on  service  provision,  to  a  more  entrepreneurial  approach,  emphasizing  

innovation,  competition,  and  capital  attraction  (Harvey,  1989).  David  Harvey's  concept  of  

urban  entrepreneurialism  has  been  influential  in  understanding  this  shift,  highlighting  how  
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cities,  compelled  by  economic  pressures  and  neoliberal  ideologies,  increasingly  act  like  

enterprises  seeking  investment  and  growth. 

     Richard  Florida’s  work  is  a  good  example  of  this  discourse:  in  the  early  2000s,  with  

his  "creative  class"  theory,  he  proposed  that  attracting  creative  individuals  and  fostering  

creative  industries  are  essential  for  urban  economic  renewal.  Florida's  framework  identifies  

"Talent,  Technology,  and  Tolerance"  as  critical  elements  cities  must  cultivate  to  thrive  

economically.  Charles  Landry  further  complemented  this  concept,  emphasizing  the  holistic  

role  of  creativity  in  urban  planning  and  innovation. 

     Despite  wide  acceptance  in  policymaking  circles,  Florida’s  theories  have  faced  robust  

criticism.  Scholars  such  as  Jamie  Peck  (2005)  and  Ugo  Rossi  (2020)  have  criticized  the  

creative  class  concept  for  its  neoliberal  underpinnings,  highlighting  risks  of  increased  

social  inequality,  gentrification,  and  commodification  of  culture.  Similarly,  Ponzini  and  

Rossi's  (2010)  critical  examination  of  Baltimore  illustrates  how  creative  city  initiatives  may  

exacerbate  existing  socio-economic  disparities  rather  than  mitigate  them. 

     The  film  industry  specifically  emerges  within  this  broader  creative  city  framework  as  

a  strategic  element  that  cities  employ  to  foster  economic  and  cultural  regeneration.  

Scholars  such  as  Deborah  Stevenson  (2009)  and  Mark  Lorenzen  (2009)  underline  the  

film  industry's  capability  to  stimulate  tourism,  generate  employment,  and  enhance  urban  

identities,  notably  within  frameworks  such  as  the  UNESCO  Creative  Cities  Network. 

     However,  despite  significant  theoretical  discussions  and  widespread  practical  

applications,  there  remains  a  critical  gap  in  thoroughly  understanding  the  nuanced  ways  
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cities  practically  operationalize  the  creative  city  concept  through  the  film  industry.  This  

dissertation  aims  to  fill  this  gap  by  critically  analyzing  how  urban  entrepreneurial  strategies  

centered  around  the  film  industry  are  formulated,  implemented,  and  perceived,  with  Turin  

serving  as  a  detailed  empirical  case  study. 

0.3.  The  Research  Question 

      This  dissertation  is  formed  around  the  following  research  question:  how  do  cities  

become  entrepreneurial  to  attract  the  film  industry?  Following  this  overarching  research  

question,  more  specific  questions  emerged  to  articulate  my  overall  goal.  First,  What  Is  

the  UCCN  (UNESCO  Creative  Cities  Network),  and  how  does  this  framework  enable  

cities  to  become  a  “film  creative  city”?  Another  set  of  questions  regards  Turin.  How  

did  the  city  try  to  manage  deindustrialization  through  creative  policies?  What  is  the  role  

of  the  film  industry  in  creative  city  making  in  Turin,  and  how  do  the  stakeholders  of  

the  industry  and  city  authorities  perceive  cinema  as  part  of  the  city’s  agenda? 

 

0.4.  Conceptual  Framework  &  Methodology 

     A  selective  review  of  pertinent  literature  will  set  the  groundwork,  exploring  key  

concepts  such  as  urban  entrepreneurialism  and  the  creative  industries,  including  an  

examination  of  the  film  sector.  The  conceptual  framework  of  this  thesis  draws  primarily  

from  critical  scholarship  on  urban  entrepreneurialism  and  the  concept  of  the  creative  

city,  emphasizing  their  intersection  in  the  context  of  urban  transformation  during  

deindustrialization  and  specifically  the  role  of  the  film  industry.  Urban  entrepreneurialism,  
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as  articulated  by  Harvey  (1989),  provides  the  theoretical  underpinning  to  understand  how  

cities  transition  economically  and  culturally  in  response  to  deindustrialization  and  economic  

shifts.  This  framework  is  complemented  by  the  creative  city  discourse  introduced  by  

Florida  (2002)  and  Landry  (2008),  which  frames  creativity  as  a  key  driver  of  urban  

regeneration  and  economic  revitalization.  The  choice  of  these  concepts  is  critical  as  they  

enable  an  understanding  of  how  cities  strategically  employ  cultural  and  creative  industries,  

particularly  the  film  industry,  as  catalysts  for  urban  and  economic  renewal.   

     Methodologically,  this  research  adopts  a  comparative  qualitative  approach  to  dissect  

policy  frameworks  across  ten  strategically  selected  cities.  The  core  analysis  juxtaposes  

policies  and  practices  based  on  a  list  of  operational  criteria,  drawing  comparisons  and  

contrasts.  Among  these  ten  cities,  four  of  these  cities  are  recognized  members  of  the  

UNESCO  Creative  Cities  Network  (UCCN)  in  the  film  category,  chosen  to  highlight  

best  practices  in  international  cultural  cooperation.  Another  four  are  global  financial  and  

industry  hubs  for  the  global  movie  sector,  selected  to  demonstrate  the  intersection  of  

significant  investment  and  advanced  infrastructures  in  the  global  film  economy.  The  final  

two  cities  represent  cases  from  the  Global  South,  ensuring  the  inclusion  of  diverse  

economic  and  developmental  contexts.  Each  city  is  evaluated  based  on  a  taxonomy  of  

policy  criteria  such  as  financial  incentives,  infrastructure  development,  regulatory  

frameworks,  and  cultural  promotion.   

     Then,  a  detailed  case  study  of  Turin  provides  the  empirical  basis  for  a  nuanced  

understanding  of  the  city's  success,  and  failures,  in  fostering  its  film  industry  and  the  

industry’s  role  in  policymaking  and  urban  regeneration  agenda.  The  case  study  of  Turin  

anchors  the  empirical  component  of  this  research.  Data  collection  involved  desk-based  
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research  of  policy  documents,  archival  materials  and  semi-structured  interviews  with  local  

experts,  scholars,  and  key  industry  stakeholders.  These  interviews  provide  qualitative  

insights  into  how  local  actors  perceive  the  impact  of  policies  and  the  film  industry's  

integration  into  Turin’s  broader  urban  regeneration  strategy.  My  personal  experience  as  a  

resident  of  Turin  for  over  two  years  offers  additional  interpretive  depth,  facilitating  a  

nuanced  analysis  of  the  city’s  practical  realities  and  cultural  dynamics  concerning  its  film  

industry. 

 

0.5.  The  Contribution 

     The  conclusion  of  this  dissertation  is  structured  around  two  primary  contributions.  

First,  the  theoretical  framework  is  critically  revisited  through  the  detailed  empirical  lens  

of  the  Turin  case  study,  highlighting  how  the  city's  film  industry  operates  within  its  

broader  urban  entrepreneurial  and  creative  city  strategies.  Drawing  on  desk-based  research  

and  the  qualitative  insights  gathered  from  interviews  with  local  stakeholders,  experts,  and  

policymakers,  the  study  provides  an  in-depth  analysis  of  Turin's  policies,  infrastructure,  

and  collaborative  networks  that  support  the  local  film  industry. 

     Second,  a  comparative  analysis  is  provided  through  the  policy  mapping  of  ten  

strategically  selected  cities.  This  comparative  assessment  not  only  identifies  common  

strategies  in  utilizing  the  film  industry  for  urban  revitalization  but  also  situates  Turin  

within  this  global  context.  By  synthesizing  findings  from  comparative  policy  analyses  and  

qualitative  interview  insights,  the  research  explores  how  Turin  has  addressed  

deindustrialization  through  creative  policy  initiatives,  the  involvement  of  the  film  industry  
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in  this  process,  and  how  both  industry  stakeholders  and  municipal  authorities  viewed  

cinema  within  the  city's  strategic  agenda. 

     The  overarching  thesis  of  this  study  asserts  that   the  creative  city  discourse  presents  

substantial  opportunities  for  urban  economic  and  cultural  regeneration,  particularly  through  

leveraging  the  film  industry.  This  research  explores  an  under-examined  aspect  of  the  

creative  city's  potential,  specifically  focusing  on  the  intersection  of  film  industry  policies  

and  policymaking.  By  applying  a  comparative  framework  across  ten  cities,  followed  by  

an  in-depth  case  study,  this  dissertation  provides  insights  into  the  practical  application  of  

creative  city  policies.  It  aims  to  contribute  to  a  deeper  understanding  of  how  these  

policies  can  be  adapted  and  refined  in  future  urban  contexts  like  Turin. 

Chapter  1.  Conceptual  Background 

  Cities  have  always  been  viewed  as  hubs  of  innovation  and  creativity,  a  perspective  

championed  by  thinkers  like  Alfred  Marshall  (1920)  and  Jane  Jacobs  (1969).  However,  in  

recent  decades,  the  focus  on  entrepreneurship  and  creativity  has  become  a  key  concern  

for  policymakers  and  researchers.  To  grasp  how  creative  industries  interact  with  urban  

governance,  it's  crucial  to  understand  three  main  notions:  1.  Urban  Entrepreneurialism,  

which  drives  change  as  a  response  to  deindustrialization  and  the  resulting  urban  and  

financial  decline;  2.  The  concept  of  the  Creative  City,  its  defining  features,  and  how  the  

idea  has  developed;  and  3.  The  role  of  the  Film  Industry  as  a  form  of  urban  creative  

industry.  Based  on  my  research  question,  the  connection  and  correlation  of  three  

important  concepts  are  the  backbone  of  my  work,  which  supports  me  through  a  critical  
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analysis  of  the  policies,  agendas,  and  plans  around  the  world  and  in  my  case  study,  

Turin.  I  turn  now  to  these  three  concepts. 

1.1.  Urban  Entrepreneurialism   

     David  Harvey's  seminal  1989  paper  examines  a  significant  shift  in  the  paradigm  of  

urban  governance.  This  transformation,  characterized  by  a  move  away  from  

“managerialism”  (the  traditional  focus  on  local  service  provision)  to  “entrepreneurialism”,  

underscores  a  proactive  approach  that  cities  deploy  towards  stimulating  local  development  

and  employment  growth.  Harvey  analyzes  the  impetus  behind  urban  competitiveness  and  

its  impacts,  emphasizing  the  interplay  between  urban  transformation  and  economic  

progress  amidst  a  backdrop  of  economic  and  political  flux  in  the  context  of  

deindustrialization.  In  stark  contrast  to  the  service-oriented  mantra  of  managerialism,  

urban  entrepreneurialism  sees  cities  adopting  a  forward-looking  mindset,  actively  seeking  

multifaceted  solutions  to  economic  hurdles,  and  striving  to  attract  capital  in  a  competitive  

environment.  This  approach  includes  strategies  like  fostering  new  business  ventures,  

safeguarding  employment,  investing  in  infrastructure,  incentivizing  businesses  through  tax  

breaks,  and  enriching  cultural  and  social  offerings  to  draw  in  economic  engagement.  

Harvey's  insightful  examination  sheds  light  on  the  intricate  process  of  shaping  and  

forming  new  urban  dynamics,  presented  as  both  a  byproduct  and  a  determinant  of  social  

change  in  the  existing  phase  of  states  becoming  more  influenced  by  neoliberal  doctrines.  

He  stresses  the  necessity  of  grasping  the  historical  and  geographical  contexts  of  

urbanization  within  the  scope  of  capitalist  societal  relationships  and  the  ongoing  patterns  

of  capital  accumulation,  ultimately  illustrating  the  profound  influence  of  these  processes  
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on  the  urban  condition.  By  providing  a  deeper  understanding  of  the  foundational  changes  

in  urban  governance,  Harvey’s  contribution  becomes  an  essential  reference  for  

comprehending  the  evolving  nature  of  cities  within  late  capitalist  society.  Ultimately,  what  

Harvey  proves  is  that  the  change  of  governance  style  is  in  an  undeniable  relation  with  

the  ruling  ideology  of  society.    

     Alongside  Harvey,  there  have  been  several  other  scholars  who  explained  the  drivers  

of  urban  entrepreneurialism.  As  mentioned  by  Bianchini  and  Parkinson,  “Macroeconomic  

pressure  caused  by  the  recessions  in  1973  and  1979  forced  national  governments  to  

introduce  public  expenditure  cutbacks”  (Bianchini  and  Parkinson,  1993,  p.13-14).  Two  

main  phenomena  that  caused  profound  changes  in  urban  socio-economic  structure  were  

also  the  globalization  of  corporate  profitability  strategies  and  the  crisis  of  the  Fordist  

regime  accumulation  (Bianchini  and  Parkinson,  1993).   

     One  of  the  earlier  contributions  in  this  field  is  the  notion  of  the  “Growth  Machine”  

(Molotch,  1976),  through  which  Molotch  describes  cities  as  entities  driven  by  the  interests  

of  land-based  elites  and  the  pursuit  of  economic  growth.  The  1976  paper  highlights  how  

local  business  elites,  including  property  owners,  investors,  lawyers,  and  real  estate  

professionals,  play  a  significant  role  in  shaping  land-use  decisions  and  influencing  local  

government  policies.  In  other  words,  Molotch  argues,  similarly  to  Harvey,  that  urban  

governance  has  broadened  its  focus  beyond  traditional  industrial  interests  to  include  other  

economic  sectors,  such  as  real  estate.  These  elites  have  a  vested  interest  in  promoting  

growth  and  development  to  enhance  their  financial  gains.  Molotch  believes  that  there  are  

various  factors  that  affect  urban  change.  These  drivers  are  population  growth,  
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technological  advancement,  policy  and  governance,  social  and  cultural  factors,  

environmental  considerations  and  globalization,  and  urbanization,  but  what  he  counts  as  

the  most  important  and  effective  force  is  economics.  These  economic  forces,  such  as  

investment,  job  creation,  and  property  development,  shape  the  urban  landscape  and  

impact  the  lives  of  city  residents.  Furthermore,  Molotch’s  1976  paper  discusses  the  role  

of  media,  particularly  newspapers,  in  supporting  growth-inducing  investments  and  

influencing  public  opinion  in  favor  of  economic  development.  This  underscores  the  

interconnectedness  between  economic  interests,  political  power,  and  media  influence  in  

shaping  urban  growth  agendas. 

     The  notion  of  ‘urban  entrepreneurialism’  after  David  Harvey's  influential  paper  in  the  

1980s  has  triggered  extensive  debate  and  scholarship.  A  body  of  work  reviews  and  

critiques  the  transformation  of  cities  into  enterprises.  One  of  the  key  critical  points  

concerns  the  neoliberal  nature  of  entrepreneurial  urban  policy.  Scholars  have  criticized  

urban  entrepreneurialism  as  part  of  a  broader  neoliberal  agenda,  emphasizing  privatization,  

reduced  public  expenditure,  deregulation,  and  free-market  governance  (Peck,  2005;  Boren  

&  Young,  2012).  Scholars  argue  this  leads  to  increased  social  inequality  and  the  

marginalization  of  less  profitable  public  concerns  like  housing  and  welfare  (Hollands,  

2023).   

     Another  common  line  of  analysis  concerns  the  exploration  of  how  urban  governance  

has  realigned  priorities  towards  attracting  investment  and  high-value  industries,  often  

symbolized  by  flagship  redevelopment  projects,  cultural  events,  and  business-centric  urban  

policies.  One  of  the  cities  that  is  known  for  this  kind  of  flagship  project  is  Glasgow.  
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In  their  piece  of  work,  Bianchini  and  Parkinson  (1993)  explore  different  case  studies  in  

Europe  that  used  culture  as  the  motive  of  their  regeneration,  and  Glasgow  is  the  first  

city  that  they  examine.  They  start  with  the  theoretical  framework  for  their  analysis  and  

then  describe  the  context,  which  is  the  history  of  the  city,  from  the  rise  of  its  shipbuilding  

industry  and  its  pacey  shift  from  the  first  industry  in  the  Fordist  era  of  the  city  to  one  

of  the  nearly  abandoned  industries  in  the  post-Fordism  era  of  the  city.  By  hosting  the  

annual  European  City  of  Culture  event,  the  city  wanted  to  take  an  opportunity  to  be  

more  than  a  city  that  promotes  cultural  education,  but  to  use  it  to  rebrand  itself  on  the  

international  scene.  The  undeniable  use  of  the  advisory  companies  alongside  slogans  like  

“Glasgow’s  miles  better”  helped  the  municipality  and  the  city  to  successfully  change  the  

face  and  the  fame  of  the  city.  Naming  the  year  1990  as  the  year  of  culture  and  planning  

for  it  was  an  important  shot  that  the  city  took  to  promote  itself.  The  whole  year,  the  

city  planned  programs  and  events  for  different  kinds  of  cultural  activities.  The  success  

of  that  year  is  proven  by  a  set  of  statistical  facts,  which  Bianchi  and  Parkinson  (1993)  

present  in  their  book.  The  sum  of  these  data  shows  that  the  flow  of  tourists  and  

participants  to  the  city  and  events  helped  the  city  with  direct,  indirect,  and  induced  

income,  thereby  positively  affecting  the  local  economy.   

     Another  important  part  of  the  discussion  is  the  consideration  of  social  equity  and  the  

role  of  citizen  participation  in  governance.  Some  reviews  point  out  that  entrepreneurial  

strategies  can  lead  to  gentrification,  displacement,  and  a  focus  on  interests  that  may  not  

serve  the  broader  city  population.  For  example,  MacLeod  (2002)  discusses  how  

entrepreneurial  strategies  in  Glasgow  have  contributed  to  gentrification  and  displacement  

by  focusing  on  urban  redevelopment  projects  aimed  at  enhancing  the  city's  image  and  
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attracting  investment.  These  initiatives  often  led  to  the  aesthetic  revaluation  of  key  areas,  

such  as  the  downtown  core  and  cultural  districts,  resulting  in  the  rehabilitation  of  derelict  

zones  into  fashionable  neighborhoods.  However,  this  process  tends  to  marginalize  existing  

vulnerable  populations,  including  those  in  public  housing  estates  or  homeless  individuals,  

by  displacing  them  from  these  newly  revitalized  spaces.  For  example,  improvements  in  

civic  spaces  and  the  opening  of  shopping  malls  like  Buchanan  Galleries  have  been  

associated  with  the  displacement  of  homeless  services  and  marginalized  groups,  effectively  

cleansing  these  areas  of  social  diversity  to  create  more  exclusive,  consumer-oriented  

environments.  Consequently,  the  entrepreneurial  focus  on  creating  "designer"  spaces  and  

promoting  gentrification  frequently  exacerbates  social  exclusion  and  marginalization  of  

poorer  communities. 

     Public-Private  Partnerships  (PPPs)  are  another  example  through  which  scholars  have  

scrutinized  the  rise  of  urban  entrepreneurialism,  examining  both  their  successes  in  

stimulating  economic  growth  and  their  failures,  including  lack  of  transparency  and  

accountability,  or  the  risk  of  public  debt,  and  the  tendency  to  download  responsibilities  

traditionally  linked  to  the  state  to  other  players  like  PPPs  (Toole  &  Naseem,  2004).   

     Other  works  also  address  how  globalization  has  fueled  competitive  pressures  among  

cities,  leading  to  race-to-the-bottom  dynamics  in  corporate  tax  breaks  and  labor  standards,  

and  a  homogenization  of  urban  spaces  (Kamiya  et.al,  2021).  Finally,  the  role  of  culture  

and  identity  cannot  be  forgotten  as  one  of  the  main  points  in  creative  city  discourses.  

There  is  a  significant  focus  on  how  cities  use  cultural  events  and  amenities  to  forge  

identities  and  brands  to  compete  on  the  global  stage,  and  how  this  reinvigorates  local  
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economies,  but  also  potentially  commodifies  culture.  Scholarly  reviews  since  Harvey's  

paper  have  expanded  the  discourse  on  urban  entrepreneurialism,  considering  its  

multifaceted  impacts  on  political,  economic,  and  social  dimensions  of  city  life,  and  

providing  a  nuanced  understanding  of  its  place  in  the  context  of  late  capitalism  and  

global  economic  shifts  (Phelps  &  Miao,  2020;  He,  2020). 

      As  explained  by  Leitner  and  Gardner  (2013),  the  research  on  urban  entrepreneurialism  

has  been  mostly  divided  into  two  different  directions;  one  taken  by  people  involved  

financially  who  are  mostly  “development  community,  state  agencies,  and  associated  policy  

analysts”  (Leitner  &  Gardner,  2013,  p.  1).  This  group  outlines  the  benefits  and  

achievements  of  local  collaborations  between  public  and  private  entities,  such  as  the  

rejuvenation  of  downtown  areas,  enhancements  to  tax  revenues,  and  the  creation  of  more  

employment  opportunities.  Some  of  these  studies  “identified  problems  with  certain  aspects  

of  urban  entrepreneurialism”  (Leitner  &  Gardner,  2013,  p.  1),  while  others  identified  

those  problems  to  be  more  theoretical  and  less  practical.  The  second  group  of  people  

is  more  critical  of  the  creative  city  concept,  including  community  activists,  people  from  

academia,  and  some  experts  in  planning.  Urban  political  economists  contend  that  the  

brand  of  public  sector  entrepreneurship  commonly  seen  in  many  US  cities  had  led  to  a  

reduction  of  political  involvement  in  urban  development  (Leitner  &  Gardner,  2013).  They  

criticized  the  extent  of  risk  undertaken  by  local  governments  and  the  increased  use  of  

urban  land  for  private  gain.  Additionally,  they  highlighted  disparities  in  power  distribution  

between  the  public  and  private  sectors,  as  well  as  the  unequal  allocation  of  costs  and  

benefits  among  various  social  groups  and  regions  within  cities. 
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     While  critics  of  urban  entrepreneurialism  highlight  the  pitfalls  of  urban  policy  in  the  

neoliberal  era,  policymakers  and  city  administrators  still  recognize  the  potential  for  value  

creation  and  enhancement  within  cultural  and  creative  industries,  which  are  key  to  the  

entrepreneurial  approach  in  urban  governance.  This  is  supported  by  the  fact  that  cultural  

and  creative  industries  have  stronger  spillover  effects  compared  to  most  industries,  as  

they  can  stimulate  rapid  development  in  surrounding  industries,  urban  and  rural  areas,  

regions,  or  even  national  economies.  Numerous  studies  have  explored  the  relationship  

between  urban  entrepreneurialism  and  the  creative  industry,  highlighting  their  

interconnections  and  potential  for  mutually  beneficial  outcomes  (Chen,  2012). 

1.2.  The  Creative  Class  Theory 

     In  discussing  creative  industries  and  the  creative  class,  one  cannot  avoid  the  

foundational  work  of  regional  economist  Richard  Florida.  As  the  promoter  and  creative  

brain  behind  the  idea  of  the  ‘creative  class’,  Florida  has  provided  a  wealth  of  contributions  

to  urban  and  regional  studies.  However,  for  the  sake  of  this  dissertation,  I  will  focus  

on  his  work  on  creative  class  theory.  In  Florida’s  work  (2002),  Human  capital  theory  

has  significantly  influenced  contemporary  urban  policies.  This  theory  posits  that  the  true  

driving  force  behind  cities  is  not  machinery,  but  humans  and  their  activities.  It  asserts  

that,  regardless  of  the  presence  of  technology  or  machinery,  human  intellect  and  effort  

are  the  primary  catalysts  for  progress.  Historical  analysis,  particularly  during  the  

industrialization  era,  reveals  that  the  workforce  was  a  crucial  component  of  the  economy,  

alongside  technological  advancements  and  machinery.  Factories  were  built  wherever  the  

skilled  workforce  was,  and  going  further,  companies  moved  their  headquarters  or  
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established  where  the  skilled  and  expert  human  resources  were.  With  the  turnover  of  

industrialization  and  the  change  in  the  economy,  what  matters  today  is  the  intellectual  

and  creative  potential  of  the  workforce.  He  clusters  these  workforces  identifying  the  

distinguishable  characteristic  of  the  core  group  in  the  ability  to  “produce  new  forms  or  

designs  that  are  readily  transferable  and  broadly  useful”  (Florida,  2002).  Alongside  this  

core  group,  some  other  professionals  support  this  core  group  in  various  forms,  who  

typically  require”  a  high  degree  of  formal  education  and  thus  a  high  level  of  human  

capital”  (Florida,  2002,  p.  6).  Using  some  indexes  to  prove  his  point  via  statistics,  finally,  

he  claims  that  “What  they  look  for  in  communities  are  abundant  high-quality  experiences,  

an  openness  to  diversity  of  all  kinds,  and,  above  all  else,  the  opportunity  to  validate  

their  identities  as  creative  people”  (Florida,  2002,  p.7)  which  summarized  in  what  he  

calls  3Ts;  Talent,  Technology,  and  Tolerance.  Creative  industries  nowadays  are  considered  

part  of  the  fourth  wave  of  late  capitalism,  relying  on  creativity  and  cultural  assets  to  

drive  economic  growth  (Chen,  2012). 

     Richard  Florida’s  important  work  on  the  Creative  Class  has  a  lot  of  supporters.  In  

fact,  we  can  say  one  of  the  mainstream  ideas  that  commands  policymaking  in  the  modern  

world  is  this  theory;  thus,  it  is  not  possible  to  cover  all  the  work  in  this  field.  Following  

the  emergence  of  the  concept,  several  related  ideas  developed  in  line  with  his  thesis.  

Although  he  frequently  used  the  terms  "industry"  and  "cluster"  in  his  paper,  "industry"  

predominantly  referred  to  "innovation  and  high-tech  industry"  (Harvey,  2002,  p.  9).  The  

term  "cluster,"  implied  in  his  question  "Why  do  creative  people  cluster  in  certain  places?"  

(Harvey,  2002,  p.  5),  refers  to  groups  of  individuals  identified  as  creatives.  After  Florida,  

Charles  Landry  became  a  significant  figure  in  developing  the  concept  of  "The  Creative  
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City"  in  2008.  In  this  work,  these  concepts  are  presented  sequentially  and  are  discussed  

in  terms  of  their  correlation  and  definitions,  building  upon  Florida's  foundational  ideas. 

     Florida’s  theory  has  found  support  in  different  ways.  Drawing  on  a  long-standing  

interest  in  spatial  concentration  and  economic  advantage,  regional  economists  have  tried  

to  map  the  clustering  of  creative  activities  in  cities.  For  instance,  Branzati  (2015)  examines  

the  relationship  between  district  economies  and  creative  clusters.  It  emphasizes  the  

complex  nature  of  creative  clusters,  which  consist  of  various  endogenous  resources  that  

go  beyond  traditional  interpretations  of  district  economies.  The  author  discusses  how  

district  economies,  characterized  by  spatial  proximity  and  local  industrial  specialization,  

play  a  crucial  role  in  shaping  the  productivity  of  firms  within  creative  clusters.  

Furthermore,  Branzati  highlights  the  importance  of  understanding  the  idiosyncratic  and  

symbolic  nature  of  creative  goods  in  the  context  of  district  economies  to  comprehensively  

interpret  local  productions.  She  also  suggests  a  taxonomy  based  on  the  advantages  

triggered  by  district  economies,  such  as  the  reduction  of  production  and  transaction  

costs,  increased  efficiency  of  factors  of  production,  and  enhancement  of  dynamic  

efficiency,  to  analyze  the  phenomenon  of  creative  clusters.  What  Branzati  does  in  her  

paper  is  contribute  to  a  better  understanding  of  creative  clusters  by  integrating  the  

concept  of  district  economies  and  the  unique  characteristics  of  creative  industries.  It  

underscores  the  significance  of  spatial  concentration,  specialized  suppliers,  social  ties,  and  

proximity  among  firms  in  fostering  positive  externalities,  efficiency,  and  innovation  capacity  

within  creative  clusters. 
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     Another  champion  of  Florida’s  creative  class  theory  is  Edward  L.  Glaeser,  one  of  the  

best-known  urban  economists  in  academia  and  beyond.  He  is  the  chairman  of  the  

Department  of  Economics  at  Harvard.  In  his  review  (Glaeser,  2005)  of  Florida's  book,  

The  Rise  of  the  Creative  Class,  Glaeser  explains  that  the  theory  has  some  weak  points  that  

need  to  be  discussed,  especially  as  it  concerns  whether  the  Bohemian  index  and  the  Gay  

Index  necessarily  correlate  to  economic  growth.  However,  Glaeser  maintains  that,  

regardless  of  the  accuracy  of  the  indices,  Florida  captures  the  increasing  prominence  of  

creativity  in  urban  economies.  The  market  value  of  creative  individuals  has  increased,  

prompting  major  industries  to  adjust  to  the  growing  significance  of  idea  generation.  In  

another  part  of  the  review,  Glaeser  explains  that  although  Florida  argues  that  human  

capital  theory  and  creative  capital  theory  are  different,  in  his  works  in  1994  and  2003,  

he  mentioned  that  growing  skills  have  a  direct  connection  with  the  creation  of  new  

ideas.  In  another  section,  he  writes: 

He  is  also  right  in  arguing  that  if  cities  want  to  succeed,  they  need  to  think  about  

providing  lifestyle,  or  consumption,  advantages  to  their  residents.  As  I  have  argued  

elsewhere,  declining  transportation  costs  mean  that  few  places  have  any  innate  

advantages  in  production  anymore.  Proximity  to  the  coal  mines  or  the  harbor  may  

have  mattered  in  1900,  but  it  does  not  matter  today.  Instead,  the  productive  

advantage  that  one  area  has  over  another  been  driven  mostly  by  the  people.  Urban  

success  comes  from  being  an  attractive  “consumer  city”  for  high-skilled  people  

(Glaeser,  2005,  p.2). 

 

 

Ultimately,  his  involvement  in  this  crucial  discourse  stems  more  from  the  increasing  

relevance  of  these  concepts  in  policy  dialogues  rather  than  any  critique  he  holds  against  
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Florida's  book.  He  views  "The  Rise  of  the  Creative  Class"  as  an  engaging  and  generally  

precise  piece  of  popular  social  science. 

     Geographer  Ugo  Rossi  (2020)  is  critical  of  both  Florida  and  Glaeser.  He  argues  that  

the  neoliberal  agenda  and  tech-driven  economy  have  reshaped  how  cities  define  and  

create  wealth.  To  address  the  challenges  this  creates,  taxation  has  been  drawn  up  as  the  

solution  by  “western  urbanologists  such  as  Richard  Florida  and  Edward  Glaeser”  (Rossi,  

2020,  p.3).    Rossi  offers  a  critique  of  Western  urban  theorists  such  as  Richard  Florida  

and  Edward  Glaeser  from  a  socio-spatial  perspective,  showing  how  creative  city  policies  

often  lead  to  social  exclusion,  particularly  affecting  long-term  residents  and  low-income  

communities.  He  draws  on  the  example  of  the  2013  San  Francisco  protests,  where  

people  stopped  buses  carrying  Google  workers  to  work,  to  highlight  public  resistance  to  

the  effects  of  tech-led  urban  transformation.  As  he  puts  it  “{google  employees}  were  

deemed  responsible  for  the  skyrocketing  housing  prices”  (Rossi,  2020,  p.4)  as  the  social  

tensions  caused  by  creative  city  application  through  attraction  of  these  employees  rose.  

He  pays  more  attention  to  Glaeser’s  book  and  his  stance  on  how  to  face  declining  cities  

and  puts  more  emphasis  on  the  exclusionary  vision  both  Glaeser  and  Florida  have. 

     An  important  piece  of  work  that  focuses  on  the  application  of  Florida’s  ideology  is  

that  of  Ponzini  and  Rossi  (2010).  In  their  research,  they  carefully  examine  a  very  

important  and  famous  case  study  in  which  the  concept  of  the  creative  city  has  been  

shaping  the  mainstream  policies  of  the  city  governance  -  Baltimore.  They  provide  details  

about  the  city’s  past  and  using  data  from  studies  done  on  Baltimore  and  interviewing  a  

handful  of  people  involved  in  the  process  of  making  Baltimore  a  creative  city,  they  try  

to  draw  the  big  picture  and  simultaneously  explain  the  details  of  the  projects  and  study  
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important  governmental  bodies  and  NGOs  involved  in  the  process  to  get  a  complete  

idea  of  what  has  been  going  on  in  this  city.  They  explain  the  plans  using  data  from  

governmental  archives  and  try  to  make  it  clearer  by  also  using  maps.  The  authors  try  

to  examine  the  rise  of  culture-led  urban  policies  following  the  emergence  of  the  creative  

class  and  cities  discourse,  emphasizing  the  role  of  culture  in  urban  and  regional  

development.  One  of  the  main  points  of  the  paper  is  criticisms  of  the  creative  class  

theory,  including  concerns  about  social  inequalities,  the  fuzziness  of  the  concept  of  

creativity,  and  the  limitations  of  using  descriptive  indexes  as  they  say  “..its  potentially  

unequal  consequences  at  a  societal  level  and  for  the  difficulty  of  measuring  and  assessing  

its  policy  effects”  (Ponzini  &  Rossi,  2010,  P.4).  Accordingly,  the  deployment  of  creative  

city  discourse  in  Baltimore  creates  winners  and  losers  at  both  the  city-wide  and  

neighborhood  levels,  where  “poorer  long-term  residents  […]  are  excluded  from  the  

benefits  of  a  policy  strategy  that  has  the  effect  of  increasing  housing  prices”  (Ponzini  &  

Rossi,  2010,  P.3).  The  interpretation  of  creative  urbanism  as  a  product  of  public  

discourses,  academic  theorizing,  policy  practices,  and  political-economic  strategies  and  the  

discussion  of  creative  city  theory  as  an  intellectual  technology  used  by  policymakers  to  

reconcile  economic  growth  with  community  engagement  and  urban  revitalization  are  the  

final  points  that  the  paper  tries  to  make  which  are  stemmed  from  the  results  of  the  

transition  in  Baltimore. 

     In  a  similarly  critical  vein,  Jamie  Peck  (2005)  discusses  the  challenges  and  complexities  

associated  with  attracting  and  retaining  the  creative  class  in  urban  areas.  He  challenges  

the  concept  of  the  creative  class,  its  significance  in  driving  economic  development,  and  

the  strategies  employed  by  cities  to  appeal  to  this  demographic.  The  author  provides  
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insights  into  the  impact  of  the  creative  class  on  urban  landscapes  and  economies,  

highlighting  both  the  opportunities,  like  economic  development  and  quality  of  life,  and  

obstacles,  like  gentrification  and  commodification,  faced  by  cities  in  this  pursuit.  One  of  

the  first  challenges  is  exclusion  and  inequality,  as  resources  and  attention  are  

disproportionately  directed  towards  this  demographic,  neglecting  the  needs  of  other  groups  

in  society.  Another  challenge  can  be  the  commodification  of  creativity,  where  creativity  

is  seen  as  a  marketable  asset  rather  than  a  genuine  form  of  expression.  This  can  devalue  

the  intrinsic  nature  of  creativity  and  turn  it  into  a  tool  for  economic  gain.  An  additional  

challenge  is  that  the  rapid  adoption  of  urban  creativity  strategies  may  be  driven  more  

by  the  competitive  urban  landscape  and  policy  trends  rather  than  a  genuine  understanding  

of  the  needs  of  the  creative  class.  This  can  result  in  superficial  implementations  that  do  

not  address  the  core  issues  faced  by  creatives.  The  unpredictability  and  autonomy  of  

creative  workers  is  another  challenge.  Peck  argues  that  creatives  may  resist  being  pushed  

around  or  categorized,  making  it  challenging  for  cities  to  predict  their  behavior  and  cater  

to  their  needs  effectively.  Creatives  often  require  autonomy  and  space  to  express  their  

identities,  which  may  clash  with  rigid  urban  development  strategies.  The  final  challenge  

that  the  author  brings  up  is  the  fact  that  certain  groups  benefit  disproportionately  while  

others  are  marginalized  or  overlooked  via  “the  material  and  social  artifacts  of  

gentrification,  as  a  definitionally  uneven  process  of  financial  and  symbolic  valorization”  

(Peck,  2005,  p.  24).  These  consequences  are  often  downplayed  or  ignored  in  the  pursuit  

of  attracting  the  creative  class.  What  we  can  understand  from  the  author’s  critical  

perspective  is  that  the  creative  class  theory  presents  challenges  related  to  exclusion,  

commodification,  policy  implementation,  unpredictability,  and  distributional  consequences,  
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highlighting  the  complexities  and  limitations  of  relying  solely  on  this  concept  for  urban  

development. 

     While  Peck  and  others  (Malanga,  2004;  Asheim  &  Hansen,  2009)  are  critical  of  

Florida’s  creative  class  theories,  there  have  been  celebrations  of  the  role  of  creative  

industries  in  unleashing  urban  economic  growth.  One  of  the  most  important  examples  

and  resources  for  imagining  cities  as  platforms  for  the  creative  industry  is  the  book  The  

Creative  City:  A  Toolkit  for  Urban  Innovators  by  Charles  Landry  (2008).  It  is  a  comprehensive  

guide  that  explores  the  concept  of  the  creative  city  and  provides  practical  strategies  for  

urban  innovators  to  foster  creativity  and  innovation  in  their  cities.  In  this  context,  

creativity  involves  employing  imagination  with  attributes  like  “intelligence,  inventiveness”  

(Landry,  2012,  p.  xxi)  and  acquiring  knowledge  as  one  progress.  Creativity  may  arise  

from  various  origins,  encompassing  individuals  who  approach  challenges  with  originality,  

be  they  business  professionals,  social  advocates,  scientists,  engineers,  or  governmental  

officials.  The  book  highlights  the  importance  of  cities  in  driving  economic,  social,  and  

cultural  development.  Landry  argues  that  cities  have  long  been  seen  as  hubs  of  diversity  

and  creativity,  fueling  innovation  and  growth.  In  the  introduction,  he  writes,  “This  […]  

will  provide  cities  with  the  flexibility  to  respond  to  changing  circumstances  and  thereby  

create  the  necessary  resilience  to  possible  shocks  to  the  system”  (Landry,  2008,  p.22).   

     With  The  Creative  City,  Landry  is  one  of  the  first  people  to  academically  bring  the  

theory  of  the  creative  class  proposed  by  Florida  into  a  policy  toolkit  for  urban  governance.  

He  defines  creative  cities  “Places  with  a  large  talent  pool,  clusters  of  innovation-driven  

firms,  significant  research  centers,  and  a  business  and  social  climate  conducive  to  risk  

taking  have  greater  capacity  to  solve  problems  and  create  opportunities”  (Landry,  2008,  



28 

p.25).  However,  he  notes  that  in  recent  years  there  has  been  a  focus  on  the  role  of  

firms  in  cities  and  their  concentration  in  agglomerations  or  clusters  as  drivers  of  regional  

and  national  economic  growth,  neglecting  the  crucial  role  of  individuals  and  communities  

in  shaping  the  creative  potential  of  a  city.  Landry  emphasizes  the  need  for  a  holistic  

approach  to  urban  innovation,  recognizing  that  creativity  is  not  limited  to  the  arts  and  

culture  sector  but  permeates  all  aspects  of  city  life.  He  offers  a  gamut  of  strategies  and  

approaches  for  urban  innovators  to  cultivate  creativity  in  their  cities,  including  fostering  

an  environment  that  enables  diverse  interactions  and  collaboration,  providing  spaces  and  

resources  for  creative  expression,  investing  in  education  and  skills  development,  and  

supporting  the  integration  of  technology  and  innovation  into  urban  planning  and  design.  

Landry  also  stresses  the  importance  of  understanding  and  harnessing  the  unique  identity  

and  character  of  a  city,  as  this  plays  a  crucial  role  in  attracting  and  retaining  talented  

individuals  and  fostering  a  sense  of  place-based  creativity. 

     What  is  important  in  this  context,  and  for  understanding  the  goal  of  this  research,  is  

to  examine  how  the  ideas  of  urban  entrepreneurialism  and  the  creative  city  (and  class)  

are  interconnected,  and  how  the  former,  urban  entrepreneurialism,  reinforces  and  enhances  

the  latter,  the  creative  city.  Urban  entrepreneurialism  involves  strategies  such  as  promoting  

new  business  ventures,  protecting  jobs,  investing  in  infrastructure,  offering  tax  incentives  

to  businesses,  and  enhancing  cultural  and  social  amenities  to  attract  economic  activity.  

At  the  intersection  of  this  idea  with  the  creative  city  concept  is  the  promotion  of  

cultural  activity  and  new  businesses,  and  the  regeneration  of  the  urban  and  economic  

fabric  using  creative  people  and  creative  activities.  In  many  cases,  the  concept  of  a  

creative  city  serves  mainly  as  a  rhetorical  tool  to  reassure  local  councilors  and  politicians  
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that  they  are  making  progress,  even  if  they  are  doing  very  little  (Bianchini  &  Parkinson,  

1993).  In  reality,  it  is  part  of  a  larger  trend  towards  new  entrepreneurial  approaches  to  

urban  management  aimed  at  enhancing  the  image  of  struggling  cities  and  attracting  global  

capital,  as  well  as  professional  and  service  classes,  by  presenting  urban  areas  as  appealing  

and  safe  places  to  live  (Chatterton,  2000).  What  overall  can  be  said  is  that  urban  

entrepreneurialism  is  the  political-economic  background  in  which  the  creative  city  concept  

emerged. 

     In  his  critical  paper,  Pratt  (2011)  examines  the  concept  of  creative  cities,  highlighting  

the  tensions  between  idealized  visions  and  actual  realities.  The  paper  challenges  the  

prevailing  neoliberal  approach  to  urban  development,  pointing  out  the  precarious  and  

unstable  nature  of  work  in  creative  industries,  especially  in  terms  of  self-employment  and  

the  underrepresentation  of  certain  groups.  It  questions  the  simplistic  view  that  creativity  

and  liberalism  alone  can  drive  positive  urban  change,  emphasizing  the  need  for  a  more  

nuanced  and  context-specific  understanding  of  creative  cities.  By  calling  for  evidence-

based  policymaking  and  a  deeper  analysis  of  the  relationships  between  production,  

consumption,  and  local  conditions,  the  paper  advocates  for  a  more  inclusive  and  socially  

conscious  approach  to  fostering  creativity  and  culture  in  urban  environments. 

     As  for  an  overview,  Carl  Grodach  (2017)  offers  a  critical  reflection  on  the  integration  

of  arts  and  culture  into  urban  development  strategies  to  address  urban  decline,  economic  

restructuring,  and  social  change  under  neoliberalism.  This  idea  emerged  in  the  late  1980s,  

with  a  focus  on  reframing  cultural  amenities  and  planning  approaches  in  response  to  

urban  crises.  Key  figures  like  Charles  Landry  played  a  significant  role  in  articulating  the  

creative  city  strategy,  emphasizing  collaboration,  openness,  and  experimentation  within  
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municipal  bureaucracies.  Over  the  years,  many  cities  have  adopted  creative  city  economic  

development  programs  to  attract  the  "creative  class,".  This  class  includes  individuals  with  

specialized  knowledge,  education,  and  mobility,  such  as  ICT  professionals,  artists,  

designers,  and  media  workers.  The  creative  city  concept  prioritizes  quality  of  life  amenities  

and  consumption  opportunities  to  appeal  to  this  workforce. 

     However,  Grodach  (2017)  also  highlights  the  drawbacks  of  creative  city  policies,  noting  

that  some  programs  may  prioritize  commercialized  forms  of  creativity,  neglect  the  intrinsic  

value  of  the  arts,  and  fail  to  support  creative  development  effectively.  There  are  concerns  

that  creative  city  initiatives  may  align  too  closely  with  neoliberal  development  agendas,  

leading  to  issues  like  gentrification  and  upscale  consumption.  In  recent  years,  new  

movements  within  the  creative  city  field,  such  as  creative  placemaking  and  the  urban  

manufacturing-maker  movement,  have  emerged  as  potential  alternatives  to  traditional  

creative  city  approaches.  These  movements  aim  to  steer  creative  city  policy  towards  

community-based  activities  and  innovative  approaches  that  go  beyond  purely  economic  

rationales,  offering  new  ways  to  address  urban  inequalities  and  challenges.  Overall,  the  

concept  of  the  creative  city  reflects  a  complex  interplay  between  various  aspects  like  

cultural  policy,  economic  development,  and  social  dynamics,  with  ongoing  debates  and  

evolving  strategies  shaping  the  future  of  urban  governance  strategies. 

 

1.3.  The  film  industry  as  a  means  of  urban  creativity 

Across  the  celebrations  and  the  critiques  of  the  “creative  city”  as  a  form  of  

entrepreneurial  urban  governance,  it  is  undeniable  that  creative  industries  have  been  
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successfully  integrated  into  the  policy  agendas  of  several  countries,  cities  and  are  

experiencing  rapid  growth.  In  her  groundbreaking  book,  Deborah  Stevenson  (2013)  

discusses  the  integration  of  the  creative  city  concept  into  policy  agendas  globally.  She  

notes  that  urban  cultural  planning  has  become  a  significant  local  policy  initiative,  

emphasizing  creativity  and  cultural  planning  as  key  components.  She  states, 

Culture  now  has  a  prominent  place  on  the  urban  policy  and  re-profiling  agendas  

of  cities  around  the  world.  Indeed,  city-based  cultural  planning  concerned  with  

fostering,  and  frequently  capitalizing  on,  creativity  in  all  its  guises  has  emerged  as  

a  significant  local  policy  initiative  –  shorthand  for  innovation,  imagination  and  

creativity  –  while  the  notion  of  the  ‘creative  city’  has  become  a  city  imaging  cliché  

(Stevenson,  2013,  p.1) 

 

This  integration  reflects  a  shift  from  traditional  arts  support  to  broader  ambitions,  aiming  

to  achieve  diverse  social,  economic,  and  urban  outcomes.  Supra-state  bodies  like  the  

European  Union  and  UNESCO  have  played  key  roles  in  promoting  culture  as  a  means  

to  revitalize  cities  and  mark  them  symbolically.  Stevenson’s  analysis  highlights  not  only  

the  expansive  and  multifaceted  nature  of  cultural  planning  but  also  its  emergence  as  a  

global  policy  framework,  circulating  across  cities  worldwide  as  a  model  for  cultural  and  

urban  development. 

     The  average  annual  growth  of  creative  industries  globally  ranged  between  5  and  20%  

between  1980  and  1998  (Chen,  2012).  The  spectrum  of  creative  industries  encompasses  

a  collection  of  diverse  sectors,  including  but  not  limited  to  advertising,  architecture,  the  

arts,  design,  fashion,  film,  music,  publishing,  software,  and  video  games  (Ulum  et  al.,  
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2021).  Among  these,  the  film  industry  stands  out  as  a  cultural  powerhouse  due  to  its  

twin  capabilities  of  production  and  distribution  of  cinematic  content  (Chen,  2012).  In  

fact,  the  economic  ripple  effect  of  the  film  industry  is  considerable,  with  a  demonstrated  

influence  on  growth  and  development  across  various  regions  (Mandic  et  al.,  2017).  

Research  has  consistently  underscored  the  film  industry's  role  in  job  creation  and  its  

broader  economic  contributions  (Chen,  2012).  A  particularly  notable  phenomenon  is  that  

of  film-induced  tourism,  where  destinations  featured  on  screen  become  potent  tourist  

magnets  (Mandic  et  al.,  2017).  Indeed,  'film  tourism'  is  not  merely  an  academic  concept  

but  a  real-world  trend  gaining  momentum  as  locations  seek  to  leverage  their  cinematic  

exposure  to  drive  visitor  influx.  Tourists,  enamored  by  the  on-screen  portrayal  of  these  

destinations,  embark  on  pilgrimages  to  immerse  themselves  in  the  settings  of  their  beloved  

films.  Drawing  together  the  threads  of  urban  entrepreneurialism  and  the  creative  industries,  

it  becomes  evident  that  the  film  industry  is  more  than  an  entertainment  segment;  it  is  

a  pivotal  driver  of  economic  vitality,  capable  of  addressing  pressing  urban  challenges  

such  as  post-crisis  stagnation,  unemployment,  and  poverty. 

     When  it  comes  to  the  “film  industry”,  just  like  with  the  creative  economy  more  

broadly,  definitions  can  be  vague.  While  the  idea  of  “the  film  industry”  evokes  a  general  

notion  of  what  it  is,  there  is  a  lack  of  a  clear  definition  of  the  concept  in  most  of  the  

empirical  works.  In  the  scholarship  that  discusses  the  film  industry  and  its  effects  on  

other  phenomena,  the  boundaries  of  this  industry  are  often  unclear  (Mandic  et  al.,2017;  

Ulum  et  al.,  2021).  However,  Mark  Lorenzen  (2009)  gives  us  a  “simplified”  definition  in  

which  he  articulates  the  film  industry  into  four  main  parts: 
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1. Production:  pre-production  (scripting,  budgeting,  casting,  art  design,  etc.);  production  (shooting);  

and  post-production  (editing,  effects,  scoring,  and  sound) 

2. Marketing 

3. Distribution:  sales  and  physical  transport  to  cinemas  and  video,  plus  other  sales  channels 

4. Exhibition:  cinemas,  video  retail,  TV,  etc. 

    Despite  this  useful  articulation  of  the  different  value  segments  of  the  film  industry,  it  

remains  necessary  to  clarify  what  I  mean,  in  this  dissertation,  with  the  notion  of  “film  

industry”.  Based  on  Hadida  et  al.  (2020),  the  film  industry  refers  to  the  collective  

activities  involved  in  the  production,  distribution,  and  consumption  of  films.  This  includes  

the  process  of  creating  movies,  from  developing  ideas  and  scripts,  hiring  crew  members  

and  actors,  filming  scenes,  editing  footage,  adding  sound  and  visual  effects,  and  ultimately  

distributing  the  final  product  to  theaters,  streaming  platforms,  and  other  outlets  (Hadida  

et  al.,  2020).  Additionally,  the  film  industry  encompasses  various  other  components  such  

as  studios,  production  companies,  distributors,  exhibitors  (theaters),  film  festivals,  

filmmakers,  actors  and  actresses,  cinematographers,  editors,  sound  designers,  visual  effects  

artists,  film  marketers  and  publicists,  film  critics  and  reviewers,  and  audiences  who  

consume  and  engage  with  films.  The  film  industry  also  involves  the  utilization  of  

technology  and  software  like  AE  and  3Dmax  for  post-production  work,  as  well  as  the  

advancements  in  digital  cameras  and  visual  effects  technology  that  have  transformed  the  

filmmaking  process.  In  addition  to  these  elements,  the  film  industry  is  influenced  by  

societal  factors  such  as  cultural  preferences,  economic  conditions,  and  technological  

advancements. 
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     The  emergence  of  the  film  industry  in  the  20th  century  not  only  transformed  

entertainment  and  storytelling  but  also  had  a  profound  impact  on  global  culture  and  

society.  As  filmmaking  technology  advanced,  it  allowed  for  the  creation  of  immersive  

and  visually  enthralling  narratives  that  captivated  audiences  around  the  world.  One  of  

the  key  developments  in  the  film  industry  was  the  shift  from  simple,  short  films  to  

feature-length  productions.  This  transition  expanded  the  storytelling  potential  of  films,  

allowing  for  more  complex  narratives  and  character  development.  Directors  and  producers  

began  to  explore  different  genres,  from  action  and  drama  to  comedy  and  science  fiction,  

catering  to  a  diverse  range  of  audience  preferences.  Moreover,  the  emergence  of  iconic  

film  studios  such  as  Paramount  Pictures,  Warner  Bros.,  and  Universal  Pictures  further  

solidified  the  film  industry  as  a  major  player  in  the  global  economy  and,  indeed,  as  an  

“industry”.  These  studios  not  only  produced  films  but  also  established  distribution  

networks  that  allowed  their  productions  to  reach  audiences  far  and  wide.  In  addition  to  

the  artistic  and  entertainment  aspects,  the  film  industry  has  also  become  a  significant  

source  of  employment  and  economic  growth.  Cities  like  Los  Angeles,  New  York,  and  

London  became  well-known  hubs  for  film  production,  attracting  talented  individuals  from  

various  creative  and  technical  backgrounds.  Meanwhile,  the  influence  of  early  filmmakers  

such  as  the  Lumière  brothers  and  Georges  Méliès  cannot  be  overstated.  Their  pioneering  

work  laid  the  foundation  for  the  development  of  cinematic  techniques  and  visual  

storytelling,  influencing  generations  of  filmmakers  to  come.  So,  based  on  what  has  

happened  throughout  history,  we  can  say  the  whole  industry  is  around  100  years  old  

and  one  of  the  newest  forms  of  art.  However,  according  to  an  article  in  Bloomberg,  it  
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is  one  of  the  most  revenue-generating  among  creative  industries  in  the  world  (Florida,  

2015;  Thompson  et  al.,  1994). 

1.4.  The  film  industry  and  creative  cities 

     One  of  the  important  actions  taken  to  overcome  the  challenges  of  the  film  industry  

at  the  local  level  is  the  creation  of  the  UNESCO  Creative  City  Network  (UCCN).  The  

UNESCO  Creative  Cities  Network  (UCCN)  is  a  program  that  aims  to  strengthen  

international  cooperation  among  cities  that  recognize  creativity  as  a  strategic  factor  in  

their  sustainable  development.  Established  in  2004,  the  UCCN  seeks  to  stimulate  and  

enhance  initiatives  that  make  creativity  an  essential  component  of  urban  development  

through  partnerships  involving  the  public  and  private  sectors  and  civil  society.  The  

network  focuses  on  promoting  the  creation,  production,  distribution,  and  dissemination  

of  cultural  activities,  goods,  and  services,  as  well  as  developing  creativity  and  innovation  

centers  to  support  professionals  in  the  cultural  sector. 

     One  of  the  important  studies  about  the  UCCN  is  Stevenson  (2020).  In  her  paper,  

Stevenson  discusses  the  UN  and  UNESCO  and  the  networks  they  have  to  implement  

their  agendas.  She  believes  that  cities  accept  and  volunteer  to  be  in  these  networks  

mostly  because  of  the  UNESCO  branding  in  the  process  of  reimagining  the  cities.  Based  

on  other  scholars  like  Duxbury  &  Jeannotte  (2016),  she  categorizes  the  networks  based  

on  their  aims  which  are  “knowledge-sharing”,  “city-branding/promotion”  and  “providing  

technical  assistance  and  advice”  which  she  later  also  calls  “capacity-building”  (Stevenson,  

2020).  The  latter  is  often  not  there  from  the  beginning  but  added  later  in  the  agenda.  
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The  UCCN  Secretariat's  decision  to  align  with  the  UN's  Sustainable  Development  Goals  

(SDGs)  presents  numerous  challenges  for  the  Network  and  its  member  cities,  particularly  

in  defining  sustainability  within  a  framework  originally  designed  to  promote  creativity  and  

attract  tourism.  It  remains  unclear  whether  the  focus  should  be  on  integrating  culture  

and  creativity  into  sustainable  urban  development  or  on  sustaining  and  showcasing  local  

creative  industries.  Another  problem  is  that  the  mechanism  for  accepting  cities  in  the  

network  is  not  working  optimally,  and  there  are  legislative  problems  since  there  is  an  

obligation  to  be  a  member  of  UNESCO,  but  if  the  country  decides  to  leave  the  alliance,  

cities  will  remain  in  the  network  e.g.,  The  US.  Another  legislative  problem  is  what  she  

calls  “one-size-fits-all”  attitude,  which  obviously  won’t  work  based  on  the  different  context  

of  cities  and  governance  types.  For  example,”  The  UCCN  status  of  the  Australian  city  

of  Sydney  was  initiated  and  continues  to  be  managed  not  by  the  City  of  Sydney  but  by  

Create  NSW,  the  State  government’s  arts  policy  and  funding  body”.  The  UCCN,  lacking  

direct  funding  capabilities,  primarily  highlights  initiatives  from  other  sources,  leading  to  

concerns  that  its  adoption  of  sustainability  language  might  be  superficial.  Many  Asian  

cities  join  the  UCCN  for  its  tourism  potential,  with  China's  involvement  suggesting  a  

soft  diplomacy  aspect  that  needs  scrutiny.  To  effectively  address  SDGs,  the  UCCN  must  

strategically  anchor  itself  within  UNESCO’s  mission,  requiring  a  clear  evaluation  of  its  

purpose  and  operations,  and  strong  leadership  from  UNESCO  to  ensure  its  sustainability  

and  relevance. 

     The  UCCN  member  cities  work  towards  improving  access  to  and  participation  in  

cultural  life,  particularly  for  marginalized  or  vulnerable  groups.  The  network  aims  to  fully  

integrate  culture  and  creativity  into  local  development  strategies  and  plans.  The  UCCN  
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serves  as  a  platform  for  cities  to  exchange  knowledge,  share  successful  practices,  and  

collaborate  on  projects  that  promote  creativity  and  cultural  development.  However,  the  

evaluation  of  the  UCCN  highlighted  areas  for  improvement,  such  as  the  need  for  better  

gender  equality  integration,  more  comprehensive  reporting  on  Sustainable  Development  

Goal  (SDG)  alignment,  and  addressing  challenges  faced  by  lower-income  cities  in  

networking  and  participating  in  international  events.  The  network's  potential  to  address  

global  challenges  like  climate  change  and  conflicts  was  also  noted  as  an  area  for  

enhancement.  One  of  the  important  categories  of  UCCN  is  the  film  creative  cities. 

     On  their  website,  https://citiesoffilm.org/,  it  is  possible  to  observe  a  list  of  cities  that  

acted  so  strongly  in  the  film  industry,  and  they  try  to  collaborate  with  each  other  in  

order  to  strengthen  their  connection  and  become  more  effective,  economically  and  

culturally.  In  this  network,  over  20  Cities  of  Film  work  together,  and  with  Fellow  Cities  

in  the  Creative  Cities  Network,  to  realize  a  common  objective:  placing  creativity  and  

cultural  industries  at  the  heart  of  local  engagement  and  prioritizing  cross-border  cultural  

collaboration.  Bradford  was  made  the  first  UNESCO  City  of  Film  in  2009,  and  ever  

since,  cities  from  around  the  world  have  aspired  to  receive  this  accolade.  One  of  seven  

art  forms  within  the  UNESCO  Creative  Cities  Network  (UCCN),  each  City  of  Film  

commits  to  innovative  thinking  and  creative  development.   

UNESCO  Cities  of  Film  span  the  globe,  from  Japan  to  South  America,  bringing  

this  international  and  thriving  sector  closer  together,  encouraging  partnerships  and  

the  exchange  of  ideas.  Each  City  of  Film  brings  a  unique  film  heritage  defined  

by  our  varied  histories,  filled  with  great  minds  and  inspiring  innovators  who  led  

cinema  and  the  moving  image  to  what  it  is  today.  (https://citiesoffilm.org/) 

https://citiesoffilm.org/
https://citiesoffilm.org/
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It  is  undeniable  that  the  UCCN  plays  a  vital  role  in  fostering  creativity,  cultural  exchange,  

and  sustainable  urban  development  among  its  member  cities,  with  ongoing  efforts  to  

enhance  its  impact  and  effectiveness  in  line  with  UNESCO's  global  priorities. 

 

Figure  1.  Map  of  the  creative  cities  of  film 

 

     Cities  have  taken  various  steps  to  host  or  become  part  of  the  film  industry.  To  

attract  film  production  and  establish  themselves  as  key  players  in  the  industry,  cities  have  

implemented  a  range  of  strategies  (Weinstein  &  Clower,  2000).  One  of  these  strategies  

is  developing  infrastructure,  whereby  cities  have  invested  in  the  development  of  film  

studios,  production  facilities,  and  post-production  services  to  provide  a  conducive  

environment  for  filmmakers.  Another  strategy  is  building  strong  film  commissions  or  

offices  dedicated  to  promoting  filmmaking  in  their  region.  These  film  commissions  work  

to  attract  productions,  provide  assistance  and  guidance  to  filmmakers,  and  promote  the  

city  as  a  filming  destination.  Offering  fiscal  incentives  is  also  an  important  strategy.  Many  
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cities  and  regions  offer  tax  breaks  to  attract  film  production.  These  incentives  can  include  

tax  credits,  grants,  and  rebates  for  production  companies  that  choose  to  film  in  their  

location.  I  will  discuss  these  policies  in  detail  in  the  next  sections. 

     In  their  work,  Hill  &  Kawashima  (2018)  discuss  several  challenges  faced  by  the  film  

industry  in  the  context  of  economic  globalization  and  technological  advancements.  Some  

of  these  challenges  are  economic.  The  rise  of  global  competition  for  inward  investment  

has  “led  to  a  crisis  for  creative  labor”  (Hill  &  Kawashima,  2018,  p.  3),  where  the  status  

and  working  conditions  of  workers  within  the  film  industry  are  being  undermined.  This  

has  been  exacerbated  by  policies  geared  towards  supporting  creative  industries  and  global  

competitiveness,  which  benefit  major  film  producers  and  media  conglomerates  more  than  

local  economies.  Another  challenge  is  the  Technological  Challenge.  Major  technological  

developments  in  film  shooting,  distribution,  and  exhibition,  such  as  the  increased  use  of  

digital  screens  and  computer  graphics,  have  transformed  the  filmmaking  process  and  

modes  of  consumption.  These  changes  pose  new  economic  and  cultural  challenges  for  

policymakers,  requiring  a  rethinking  of  film  policy  objectives.  Also,  Policy  Challenges  are  

important  to  consider  since  there  is  a  variation  in  responses  to  the  shared  challenges  

posed  by  economic  globalization  and  technological  changes.  While  some  countries  have  

adapted  by  strengthening  their  film  industries  through  collaborations  and  co-productions,  

others,  like  Japan,  have  exhibited  resistance  to  global  trends  and  lack  explicit  film  policies.  

This  highlights  the  complexities  of  balancing  economic  and  cultural  objectives  in  film  

policy.  Copyright  and  Piracy  are  other  issues.  The  issue  of  copyright  infringement,  or  

film  and  television  piracy,  presents  a  significant  challenge.  The  Motion  Picture  Association  

of  America's  anti-piracy  policy  has  assumed  the  status  of  semi-official  American  film  
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policy,  but  there  are  concerns  about  the  industry's  overreliance  on  copyright  and  the  

obstacles  it  poses  to  adapting  to  the  online  economy.  After  all,  the  film  industry,  as  a  

creative  industry,  faces  a  number  of  challenges,  and  therefore  it  has  been  the  object  of  

economic  policy  at  the  national  and  local  level,  especially  within  the  framework  of  

creative  cities. 

     In  sum,  the  body  of  literature  reviewed  establishes  a  solid  correlation  between  the  

film  industry  and  significant  positive  economic  outcomes,  including  but  not  limited  to  

job  creation,  tourism  enhancement  and  cultural  heritage  promotion.  As  such,  it  presents  

itself  as  a  strategic  asset  in  the  urban  entrepreneurial  creative  toolkit  and  as  a  means  of  

the  creative  industry,  meriting  attention  and  investment  from  policymakers  and  city  

planners  alike. 

 

 

Chapter  2.  Methodology 

 

     This  research  adopts  a  qualitative  approach,  which  is  particularly  well-suited  to  exploring  

the  dynamics  of  urban  entrepreneurialism  and  the  role  of  the  film  industry  as  a  creative  

industry.  Qualitative  research  allows  for  in-depth  analysis  of  complex  phenomena,  

experiences,  and  social  contexts.  By  employing  this  approach,  the  study  gathers  descriptive  

data  that  can  offer  a  critical  perspective  of  the  current  policies  and  plans  in  cities  and  
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compares  them  in  an  integrated  way.  Data  Collection  Methods  are  1.  Desk-based  case  

research:  A  comparative  case  study  method  was  applied  to  selected  film  cities  recognized  

for  successfully  integrating  the  film  industry  into  their  urban  economic  strategies.  This  

approach  enabled  a  detailed  examination  of  common  practices,  policy  instruments,  and  

governance  models  that  could  offer  meaningful  points  of  comparison  with  the  case  of  

Turin.  2.  Archival  research:  Review  of  policy  documents,  economic  reports,  and  historical  

records  from  both  Turin  and  the  comparative  film  cities  provides  a  comprehensive  

backdrop  of  the  evolution  of  film  industry  policies  and  their  socio-economic  impacts.  3.  

Semi-structured  interviews:  A  key  method  will  be  interviews  with  city  officials,  local  film  

producers,  and  other  stakeholders  in  Turin's  film  industry.  Such  interviews  provide  a  

nuanced  understanding  of  the  policies  and  practices  in  place,  as  well  as  personal  

perspectives  on  the  industry's  development  and  challenges. 

     Turin  was  selected  as  the  primary  case  study  due  to  its  recent  efforts  to  reinvent  

itself  as  a  cultural  and  creative  hub,  with  a  specific  emphasis  on  the  film  industry.  The  

city’s  historical  connection  to  cinema,  combined  with  its  drive  for  economic  innovation,  

positioned  it  as  an  ideal  focus  for  this  research.  The  comparative  cities  were  chosen  

based  on  a  combination  of  factors,  including  recognized  success  in  integrating  the  film  

industry  into  urban  economic  frameworks,  presence  of  policies  actively  promoting  the  

film  sector,  inclusion  in  the  UNESCO  Creative  Cities  of  Film  network  and  cities  with  

film-creative  policies  in  the  Global  South.  This  selection  aimed  to  provide  a  balanced  

and  diverse  set  of  cases  to  cover  different  cities  with  unique  demographic,  geographic,  

and  economic  characteristics  for  a  nuanced  comparative  analysis. 
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     The  research  employed  a  qualitative  content  analysis  approach  for  both  documentary  

and  interview  data.  Policy  analysis  and  taxonomy  development  was  done  through  desk-

based  and  archival  research  which  systematically  analyzed  thematic  content  analysis.  Key  

objectives,  strategies,  and  policy  tools  identified  in  the  documents  were  categorized  under  

recurring  themes  such  as  economic  development  and  innovation,  creative  industries  

promotion,  urban  branding,  and  infrastructure  support.  This  process  led  to  the  

development  of  a  policy  taxonomy,  which  served  as  a  framework  for  comparing  different  

city  approaches  and  evaluating  Turin’s  position  within  this  landscape.   

     For  the  interviews  and  qualitative  coding,  the  interview  transcripts  were  analyzed  using  

a  deductive  coding  method.  Initial  codes  were  drawn  from  the  literature  review  and  the  

policy  taxonomy.  These  predefined  categories  were  used  to  extract  relevant  content  from  

each  interview,  allowing  for  thematic  analysis  of  stakeholder  perspectives.  The  coding  

process  focused  on  key  themes  such  as  entrepreneurial  urbanism,  governance  models,  

cultural  identity,  industry  challenges,  and  socio-economic  impacts.  This  approach  allowed  

for  qualitative  tracing  of  how  these  themes  emerged  across  different  interviews,  

highlighting  both  common  patterns  and  individual  insights.  The  method  ensured  that  the  

analysis  remained  theoretically  grounded  while  capturing  the  unique  narratives  shaping  

Turin’s  film  industry  context. 

     By  applying  these  research  methods,  the  study  aims  to  offer  substantial  policy  analysis,  

enabling  a  thorough  comprehension  of  the  role  and  potential  of  film  industries  in  urban  

economic  development  strategies. 
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Chapter  3.  Mapping  of  existing  policies 

 

     The  taxonomy  developed  for  the  case  study  analysis  of  this  thesis  encompasses  several  

key  categories  aimed  at  comprehensively  evaluating  the  factors  influencing  urban  attraction  

to  the  film  industry.  This  taxonomy  was  meticulously  designed  to  facilitate  a  comparative  

analysis  across  different  urban  contexts,  offering  insights  into  how  various  cities  approach  

and  enhance  their  appeal  to  the  film  industry. 

 

3.1.  Components  and  categories  of  the  comparative  policy  review 

 

1. Financial  Incentives  and  Grants: 
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○ Are  there  any  tax  credits,  subsidies,  grants,  and  financial  support  provided  

by  the  city  or  government  to  encourage  film  production  and  related  

activities? 

2. Infrastructure  and  Facilities: 

○ Focus  on  the  availability  and  quality  of  film  studios,  sound  stages,  post-

production  facilities,  and  other  infrastructure  necessary  for  filmmaking. 

3. Regulations  and  Permits: 

○ How  easy  is  it  to  obtain  permits  for  location  shooting,  film  sets,  road  

closures,  and  other  regulatory  aspects  affecting  film  production? 

4. Cultural  and  Artistic  Events: 

○ Are  there  any  initiatives  that  promote  local  talent,  film  festivals,  film  

education,  and  cultural  events  related  to  the  film  industry? 

5. Marketing  and  Promotion: 

○ Are  there  any  strategies  for  promoting  the  city  as  a  film-friendly  destination,  

film  commissions,  and  efforts  to  attract  international  film  projects? 

6. Collaboration  and  Networking: 

○ Look  into  partnerships  between  the  film  industry,  local  businesses,  

educational  institutions,  and  other  stakeholders  to  foster  collaboration  and  

growth. 

These  components  form  the  analytical  framework  for  the  forthcoming  policy  review.  

They  have  been  applied  to  the  selection  of  case  studies  that  follow,  enabling  a  comparative  

examination  of  how  different  cities  leverage  the  film  industry  within  their  city  policies. 
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3.2. LONDON 
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3.3. NEW YORK 
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3.4. LOS ANGELES 
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3.5. PARIS 
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3.6. POTSDAM 
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3.7. DUBAI 
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3.8. BUSAN 
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3.9. CAPE TOWN 
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3.10. SYDNEY 
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3.11. SANTOS 
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3.12.  Key  Insights  of  the  Policy-Mapping 

      So  far,  I  have  reviewed  the  film  industry  policy  landscape  of  ten  cities.  These  cities  

offer  a  variety  of  governance,  economic  regimes,  creative  city  agendas,  and  geographical  

diversity.  In  this  section,  I  look  at  the  key  insights  that  can  be  gleaned  from  holding  

side  by  side  these  different  contexts  and  creative  dynamics.   

     Financial  incentives  are  clearly  an  important  and  common  feature  of  these  targeted  

policies.  In  terms  of  financial  incentives,  some  of  the  cities  have  more  muscular  

interventions  in  tax  regimes,  with  tax  rebates,  tax  credits,  etc.,  which  are  available  at  

both  provincial  and  city  scales.  A  good  example  of  this  is  the  tax  regime  in  New  York,  

where  incentives  are  made  available  by  New  York  State  and  New  York  City.  Based  on  

the  statistics  provided  by  the  Mayor’s  Office  of  Media  and  Entertainment  (MOME),  

since  the  first  introduction  of  the  tax  credits  in  2004,  the  number  of  jobs  created  in  

the  industry  has  experienced  a  steady  +3%  annual  rate,  with  a  minor  decline  in  2009  

created  by  the  big  economic  recession,  which  shows  the  effectiveness  of  these  kinds  of  

initiatives.   

     However,  some  cities  handle  financial  incentives  in  a  different  manner.  Sydney  is  a  

good  example  of  this.  First,  the  form  of  governance  is  important  to  notice  because  in  

Australia  city  authorities  have  less  power  compared  to  other  parts  of  the  world.  The  

body  in  charge  is  the  state,  and  in  the  case  of  Sydney,  NSW  (New  South  Wales)  is  the  

ultimate  authority.  The  availability  of  data,  the  legislation  of  incentives,  and  the  distribution  

are  also  spread  throughout  the  state,  not  in  a  specific  city.  Most  of  the  financial  

incentives  are  in  the  form  of  grants  and  funds  in  different  categories.  Although  there  
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are  tax  rebates  available,  the  main  focus  of  NSW  is  on  funds  and  grants,  in  contrast  

with  New  York,  which  is  fiscus  tax  based. 

 

Figure  19.  Motion  picture  &  video  production  jobs  over  time  (2001-2019)  in  New  

York  (May  2024) 

 

What  is  clear  is  that  in  either  of  the  regimes,  there  is  a  process  of  selection  for  projects,  

and  in  those  processes,  the  focus  is  on  productions  that  are  somehow  related  to  that  

city,  whether  by  the  context  of  the  production  or  by  the  place  of  the  production.   

     Another  point  of  similarity  across  some  of  the  cases  is  that  financial  incentives  do  

not  cover  all  expenses.  Mostly,  they  cover  basic  expenses  like  the  rent  of  vehicles,  

equipment,  food  expenses,  wages  of  extras,  etc.,  but  not  the  salaries  of  main  actors.  
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However,  there  are  differences  in  the  details  of  how  these  incentives  are  distributed  and  

allocated.  These  differences  show  that  the  way  policymakers  look  at  the  film  industry  is  

different  according  to  their  different  contexts.  The  form  of  financial  incentive,  the  way  

of  awarding  them,  and  the  governance  system  that  specifies  the  governmental  body  in  

charge  of  these  incentives  are  some  of  the  important  points  to  consider.  Other  useful  

examples  in  this  matter  are  Dubai  and  Paris.  In  Paris  and  France,  CNC,  as  a  part  of  

the  Ministry  of  Culture,  oversees  the  financial  incentives.  The  difference  is  that  CNC  

works  as  a  national  center  for  cinema,  which  is  a  different  actor  compared  to  New  

York  where  a  part  of  the  mayor's  office  is  responsible  for  the  industry.  Dubai  is  an  

outlier,  as  it  does  have  a  film  commission,  which  is  a  governmental  body,  but  does  not  

have  a  firm  financial  incentive  program. 

     An  important  point  that  can  be  noticed  concerns  the  applicability  of  the  notion  of  

urban  entrepreneurialism  developed  by  David  Harvey,  who  posits  that  post-industrial  

cities  move  from  managerialism  to  entrepreneurialism  (Harvey,  1989).  It  means  that,  as  

explained  in  Chapter  2,  cities  are  becoming  less  dependent  on  the  central  government  

and  more  dependent  on  themselves.  However,  this  neoliberal  trend  does  not  seem  

completely  applicable.  Based  on  the  cities  that  have  been  reviewed  here,  both  central  

and  local  governments  play  an  important  and  undeniable  role  in  forming  the  creative  

city  into  action.  Film  commission,  fiscal  policies,  permissions,  and  other  forms  of  support  

included  in  my  policy  taxonomy  are  supported,  affected,  and  in  place  by  local  and  

national  governments  alike.  Consequently,  with  this  noticeable  presence  of  the  

governments  at  different  levels  to  enable  the  shift  to  entrepreneurialism,  the  dimension  
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of  state  “managerialism”  is  present.  This  means  that  not  only  the  presence  of  the  

governments  is  not  decreased,  but  also  this  presence  has  been  more  evident  and  effective. 

     Another  important  criterion  that  I  used  to  map  the  policy  environment  in  the  cities  

is  the  cinematic  infrastructure  and  facilities  available  in  each  case.  The  presence  of  

infrastructure  is  an  important  and  vital  point  for  each  industry.  In  the  case  of  the  film  

industry,  these  facilities  are  very  crucial  to  the  industry.  If  we  divide  the  process  of  

filmmaking  into  three  phases  of  pre-production,  production,  and  post-production,  all  of  

the  post-production  and  a  considerable  amount  of  the  production  need  important  

infrastructure  and  facilities  like  soundstages,  VFX,  etc.  which  are  difficult  to  move  from  

one  place  to  another  and  are  the  backbone  of  the  industry  in  action.  In  the  reviewed  

cities,  the  presence  of  infrastructure  proves  to  be  an  important  element  in  the  industry.  

Some  cities  are  even  completely  dependent  on  these  facilities.  The  best  example  is  

Potsdam.  Studio  Babelsberg  is  one  of  the  oldest  film  studios  in  Europe.  Some  important  

historic  productions  of  masterpieces  took  place  in  this  studio,  such  as  Fritz  Lang’s  

Metropolis.  The  reason  why  this  studio  is  located  in  Potsdam  and  not  in  Berlin  is  that  

roll  films  used  to  be  dangerous  and  flammable,  therefore  the  studio  was  built  outside  

of  Berlin  for  safety  measures,  and  Potsdam  was  chosen  since  it  was  close  by.  Throughout  

history,  the  studio  has  been  updated  and  has  hosted  important  movies.  Right  now,  

Potsdam  is  an  active  member  of  the  UCCN  of  film  and  is  in  active  collaboration  with  

other  film  creative  cities.  Babelsberg  Studio  makes  Potsdam  an  interesting  destination  for  

film  production  and  is  a  great  example  to  show  the  importance  of  infrastructure.  Another  

city  that  has  been  important  in  terms  of  facilities  is  Sydney.  Sydney  has  been  investing  

in  post-production  facilities  and  is  now  one  of  the  main  hubs  in  the  world.  There  are  
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several  post-production  companies  that  are  active  in  Sydney  and  are  working  on  national  

and  international  projects.  New  South  Wales  is  Australia's  top  state  for  VFX  production  

and  post-production.  It  boasts  cutting-edge  studios,  specialized  sound  stages,  and  

construction  workshops,  all  supported  by  a  highly  skilled  and  experienced  workforce.  

NSW  stands  out  as  a  center  of  creative  and  technical  innovation.  Sydney,  the  country's  

main  screen  production  hub,  is  globally  renowned  for  its  premier  studios  and  VFX  

facilities,  such  as  Marvel  Studios  and  Disney's  Industrial  Light  &  Magic  (ILM).  This  is  

the  main  characteristic  of  this  city,  which,  alongside  promotional  and  marketing  plans  

with  the  help  of  financial  incentives,  has  helped  the  industry  to  become  a  hub  in  the  

world.  An  interesting  facet  of  this  analysis  is  that  Harvey’s  emphasis  on  the  spaces  of  

consumption  being  the  main  pillar  for  urban  entrepreneurialism  is  somehow  challenged  

by  the  fact  that  the  creative  economy  of  the  film  industry,  however  driven  by  urban  

entrepreneurialism,  needs  both  places  of  consumption  and  production.  The  industry  itself  

has  an  independent  cycle  in  which  the  need  for  production  is  derived  from  the  

consumption  of  the  products.  So,  the  critical  role  of  production  alongside  consumption  

completes  the  cycle  for  the  creative  economy  and  cannot  be  denied.   

      In  the  case  of  permissions  and  regulations  for  the  industry,  each  city  has  its  unique  

approach,  although  the  shared  goal  is  to  reduce  the  red  tape  and  expenses  necessary  to  

gain  shooting  permissions.  In  Sydney,  the  Local  Government’s  Film  Protocol  is  the  

program  that  simplifies  the  process  within  the  legal  boundaries  in  NSW.  In  Cape  Town,  

the  City  of  Cape  Town  Film  Permit  Office  (CTFPO)  is  the  governmental  body  

responsible  for  filming  permits.  They  have  a  clear  list  of  the  activities  that  need  to  

obtain  the  permit  and  a  clear  procedure  for  that.  However,  the  procedure  seems  to  take  
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more  time  and  effort  in  London.  Film  London,  Borough  Film  Service,  and  Transport  

for  London  are  the  organizations  that  one  needs  to  contact  for  the  permits,  and  there  

is  a  procedure  that  shows  how  to  obtain  the  permit  in  London.  Next-generation  permit  

coordination  platform  is  provided  by  FilmLA,  where  all  the  processes  can  be  done  online  

and  in  the  fastest  way  possible.  One  of  the  most  important  ways  of  supporting  and  

promoting  the  film  industry  is  via  the  facilitation  of  the  permission  issuing  procedure.  It  

facilitates  film  production  in  the  city,  and,  in  turn,  contributes  to  the  city's  branding  or  

rebranding,  which  are  important  goals  and  results  of  urban  entrepreneurialism.   

     Cultural  and  artistic  events  are  one  of  the  main  actions  that  can  physically  attract  

people  in  industry  to  be  present  in  a  city.  Film  education,  cultural  events,  and  festivals  

are  the  best  places  for  networking  through  the  industry  and  raising  the  level  of  knowledge  

among  people.  Cities  have  different  approaches  to  that,  but  two  factors  are  important  

to  consider:  the  financial  capability  of  the  city  and  the  historical  context.  For  example,  

a  city  like  New  York  has  been  an  important  hub  for  this.  Several  major  film  festivals  

like  Tribeca  are  held  there,  and  throughout  the  history  of  the  industry  the  city  has  

hosted  numerous  workshops,  events,  etc.,  which  makes  the  city  an  important  hub  in  the  

world.  Educational  bodies  too,  like  AFI,  NYU,  Columbia  University,  and  NY  Film  School  

yearly  attract  a  lot  of  students,  passionate  experts,  and  important  people  in  the  industry,  

which  leads  to  a  rich  pool  of  talent  in  the  city.  Although  NY  has  an  important  role,  

LA  and  its  film  festivals  cannot  be  ignored  in  the  American  context.  The  Academy  of  

Motion  Picture  Arts  and  Sciences  holds  important  festivals  of  cinema  and  TV  every  

year.  Oscar’s  ceremony  is  the  most  watched  film  festival  in  the  world,  and  the  Emmys  

is  the  most  important  TV  festival  in  the  eyes  of  the  experts  and  cinephiles.  Considering  



104 

the  rest  of  the  world,  London  and  Paris,  as  the  financial  hubs  of  the  industry  in  Europe,  

have  been  active  in  this  category.  London  has  the  BFI,  which  is  an  important  body  in  

the  industry  and  holds  important  ceremonies  and  actively  participates  in  film  education.  

Also,  the  London  Film  School  is  one  of  the  best  in  the  world,  and  a  lot  of  alumni  

have  graduated  from  it.  Although  there  are  some  examples  like  Potsdam,  film  education  

is  an  exceptional  aspect  of  the  city.  With  Konrad  Wolf  Film  University  and  Babelsberg  

Film  High  School,  Potsdam  is  a  pioneer  in  film  education  in  Europe.  In  other  words,  

a  key  insight  for  understanding  the  film  industry's  place  in  creative  city  policy  lies  in  

recognizing  that  support  operates  on  both  the  demand  side,  through  festivals,  public  

screenings,  and  other  consumption-driven  events  that  position  the  city  as  a  spectacle  site,  

and  the  supply  side,  including  investment  in  film  education,  production  facilities,  and  

workforce  development.  This  dual  focus  both  reflects  and  complicates  Harvey’s  thesis  on  

urban  entrepreneurialism,  which  emphasizes  the  city’s  shift  toward  place-marketing  and  

consumption.  While  entrepreneurial  strategies  often  prioritize  the  city  as  a  stage  for  

cultural  consumption,  this  dissertation  suggests  that  sustainable  engagement  with  the  film  

industry  also  requires  structural  support  for  content  creation  and  talent  development.  

consumed.   

     Marketing  &  Promotion  and  Collaboration  &  Networking  are  the  next  two  criteria  

that  were  used  in  the  review  of  the  cities.  Although  in  the  beginning  of  the  analysis,  

these  two  are  separated  but  following  the  completion  of  the  analysis,  I  found  out  most  

of  the  cities  combine  these  two  as  a  duty  of  a  governmental  body.  So,  the  collaboration  

and  networking  work  on  two  scales  of  national  and  supra-national,  and  both  are  duties  

of  a  single  entity.  For  example,  in  Los  Angeles,  FilmLA  is  the  body  in  charge  of  
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marketing  and  collaboration.  Their  website  is  designed  to  simultaneously  provide  services  

for  industry,  connect  the  experts  in  the  industry,  and  promote  the  industry  in  its  own  

way.  It  is  somehow  the  same  case  in  New  York.  The  Office  of  Film,  Theatre  &  

Broadcasting  (OFTB),  a  division  of  MOME,  is  responsible  for  networking  and  

collaboration,  while  MOME  is  also  responsible  for  international  promotion  and  

collaborations  of  the  New  York  film  industry.  London  works  in  the  same  way  as  New  

York.  The  body  in  charge  of  networking  and  collaboration  is  London  Filming  Partnership  

(LFP),  which  is  a  division  of  Film  London,  which  is  responsible  for  marketing  and  

promotion.  In  Busan,  the  Busan  City  of  Film  is  striving  to  expand  its  current  network  

and  enhance  international  relations.  The  team  is  dedicated  to  forming  new  partnerships  

globally  and  within  the  Creative  Cities  Network  to  develop  a  variety  of  engaging  

collaborative  projects.  To  attract  more  foreign  productions  and  international  co-

productions  to  Busan,  the  Busan  Film  Commission  offers  a  range  of  free  services  to  all  

visiting  production  teams  under  the  provision  of  the  Busan  Film  Commission,  which  is  

also  responsible  for  the  enhancement  of  collaboration  nationwide  in  South  Korea.  

However,  in  Dubai,  the  Dubai  Film  and  TV  Commission  (DFTC)  was  created  in  2012  

with  a  mandate  to  increase  local  production  and  attract  international  production  across  

all  media  sectors,  following  Dubai’s  2015  Strategic  Plan.  So  DFTC  is  the  body  to  control,  

enhance,  and  manage  the  national  and  supra-national  collaboration  and  networking.  

Networking  is  central  to  the  idea  of  city  branding.  Deindustrialization  made  the  cities,  

citizens,  and  local  governments  realize  that  the  way  the  city  is  presented  and  known  is  

important.  Brands  affect  the  perceptions  and  decisions  regarding  the  city,  whether  it  is  

a  decision  about  being  a  travel  destination  or  a  business  investment  location.  Also,  the  
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way  that  cities  have  been  seen  needs  to  change  because  in  most  cities,  the  new  identity  

and  picture  were  not  exactly  in  line  with  the  previous  picture.  Consequently,  networking,  

which  is  a  part  of  city  branding  plans,  goes  under  the  umbrella  of  urban  

entrepreneurialism  as  part  of  the  broader  marketing  strategies  through  which  cities  

promote  their  creativeness.   

     After  careful  consideration  of  the  policies  in  different  cities,  one  of  the  questions  that  

may  come  to  mind  is  whether  it  is  necessary  to  be  a  part  of  a  network  like  the  

UNESCO  Creative  Cities  Network  of  film  to  be  a  film  creative  city,  or  to  have  a  

successful  film  industry  in  the  city?  Another  question  is  whether  urban  regeneration  can  

be  understood  through  the  combined  lenses  of  the  creative  city  and  urban  

entrepreneurialism.  In  other  words,  are  these  two  concepts  theoretically  complementary?  

To  answer  the  first  question,  even  before  the  creation  of  any  kind  of  network,  some  

cities  were,  in  terms  of  today’s  common  literature,  “film  creative”.  Cities  like  New  York,  

Los  Angeles,  London,  and  Paris  are  the  most  important  cinematic  hubs  in  the  world  

that  are  not  members  of  UCCN.  Unsurprisingly,  these  cities  have  been  the  financial  

hubs  in  their  countries  and  continents  way  before  any  other  city  and  are  continuing  to  

reign  the  industry  even  now.  A  city  like  Potsdam  has  been  the  technical  hub  for  many  

years,  even  though  the  city  has  been  enjoying  the  membership  of  the  UCCN  because  

of  the  international  collaborations.  Membership  of  any  kind  of  network  does  not  

necessarily  lead  to  any  kind  of  creativity  or  success,  as  a  city  like  Santos  can  prove  to  

be  a  film-creative  city  just  in  the  name. 

     To  answer  the  second  question,  I  have  tried  to  correlate  the  concepts  in  the  literature  

review  to  give  an  idea  about  how  theoretical  dynamics  work,  but  there  is  an  interesting  
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point.  Not  every  city  that  has  a  successful  film  industry  is  a  film  creative  city,  and  

moreover,  not  every  film  creative  city  follows  the  path  to  urban  entrepreneurialism  ideas  

and  goals.  For  the  first  claim,  New  York  is  a  proper  example.  On  the  website  of  the  

World  Cities  Culture  Forum,  New  York  is  described  as  “as  a  hub  for  the  creative  

industries,  encompassing  fashion,  design,  art,  and  advertising”.  This  does  not  mention  

anything  about  the  film  industry,  but  the  role  of  the  city  as  an  international  hub  for  

the  film  industry  is  undeniable.  In  other  words,  a  city  does  not  need  to  be  a  film  

creative  city  to  be  an  important  player  in  the  world  of  cinema. 

     Moreover,  not  every  film  creative  city  fits  the  definition  of  urban  entrepreneurialism.  

In  the  first  part  of  this  dissertation,  I  discussed  the  urban  recession  of  the  70s  and  80s  

and  the  idea  of  urban  entrepreneurialism  in  relation  to  these  crises.  The  example  of  

Glasgow,  however,  is  very  different  from  the  case  of  Potsdam  in  Germany.  Potsdam  

has  been  a  film  city  for  many  decades,  even  before  the  emergence  of  urban  

entrepreneurialism.  Potsdam  has  tried  to  expand  its  industry  as  the  industry  started  to  

get  bigger  and  had  considerable  developments  worldwide,  but  it  was  never  used  to  face  

any  kind  of  recession  or  to  overcome  the  negative  outcomes  of  industrialization.  As  

mentioned  by  Dr.  Lisa  Nawrocki,  head  of  the  UNESCO  CREATIVE  CITY  OF  FILM  

POTSDAM  Office,  the  city  became  a  cinematic  hub  way  before  due  to  the  flammability  

danger  of  the  film  rolls.  It  was  dangerous  to  keep  those  films  in  Berlin,  so  they  decided  

to  choose  somewhere  close  but  outside  of  the  city,  so  the  start  of  the  industry  was  

there.  Consequently,  the  industry  that  emerged  in  the  city  in  the  Fordist  era  was  the  

film  industry  itself,  and  it  could  survive  the  deindustrialization.  Although  not  every  film-

creative  city  fits  into  the  urban  entrepreneurialism  agenda,  there  are  existing  projects  and  
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cities  that  started  from  the  urban  entrepreneurialism  agenda  and  used  creative  industry  

concepts  to  lead  the  city  into  new  directions  to  attract  these  industries  for  their  urban  

regeneration  process  (as  mentioned  before,  Glasgow  is  a  good  example). 

     In  the  next  section,  I  examine  a  city  that  took  a  different  stance  towards  the  film  

industry.  Although  it  was  a  national  hub  for  the  film  industry,  it  was  dissolved  in  the  

city  due  to  various  reasons,  and  another  industry  took  over  the  city.  That  city  is  Turin,  

the  city  that  everyone  remembers  with  a  name:  F.I.A.T  (Fabbrica  Italiana  Automobili  

Torino).  

Chapter  4.  Turin  as  a  film  city 

4.1.  Turin  as  a  film  city  and  its  historical  significance  in  Italian  

cinema 

      The  main  case  study  of  this  research  is  Turin  (Torino,  in  Italian).  A  city  in  the  

Northwestern  region  of  Italy,  which  is  close  to  borders  with  France  and  Switzerland,  it  

is  the  capital  of  the  Piedmont  (Piemonte,  in  Italian)  region.  The  metropolitan  area  has  

a  population  equal  to  2.203.353  as  of  2024,  while  the  city  itself  hosts  846.926  people  as  

of  2024  (Citypopulation,  n.d.).  Population  trends  show  that  the  city  itself  has  been  

shrinking  in  terms  of  population  from  1981  to  2024.  However,  the  metropolitan  area  

has  shown  more  resistance  to  a  sharp  decline,  because  of  suburbanization  processes.  

Population  trends  matter  because  one  of  the  effects  of  post-Fordism  has  been  precisely  

urban  population  decline  in  industrial  cities.  Turin  was  indeed  one  of  the  industrial  hubs  
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in  Italy.  However,  the  city  has  experienced  a  unique  trajectory  in  the  matter  of  

industrialization.  As  Vanolo  (2015,  p.  2)  describes  it: 

 

Different  from  other  cities  who  experienced  industrialisation  by  the  end  of  XIX  

century,  industrial  growth  in  Turin  was  quite  slow  until  the  First  World  War,  and  

then  extremely  fast  with  the  growth  of  FIAT  car  manufacturing  and  the  consequent  

growth  of  a  system  of  small  and  medium  enterprises  working  as  suppliers  for  

FIAT. 

 

     Turin  has  been  one  of  those  one-company  cities  in  which  the  dependency  on  FIAT  

started  from  the  First  World  War  and  then  increased  in  a  way  that  much  of  the  city’s  

economy  depended  on  it.  As  Vanolo  (2015)  puts  it,  by  1970,  about  80%  of  industrial  

workers  in  Turin  were  working  in  car  manufacturing  or  related  value  chains.  The  industry  

was  so  promising  that  a  lot  of  Italians  from  other  parts  of  the  country  decided  to  

migrate  to  Turin  to  work  as  industrial  workers  (Vanolo,  2015).  However,  the  good  days  

of  the  Fordist  era  gave  way  to  the  harsh  days  of  the  post-Fordist  era,  in  which  the  

crisis  led  FIAT  to  a  shift  consisting  of  the  relocation  of  the  production  plants  to  other  

places  in  Italy  and  other  parts  of  the  world.  This  shift  had  a  deep  impact  on  the  city  

in  different  ways.  One  of  them  was  indeed  the  population,  as  mentioned  above.  The  

company  was  big  enough  to  be  a  national  concern,  and  the  government  tried  to  intervene  

in  the  crisis,  but  the  underlying  conditions  were  global,  and  deindustrialization  seemed  

inevitable.  The  reasons  for  this  change  are  not  the  topic  of  this  dissertation.  What  

matters  about  this  work  is  what  happened  in  the  post-Fordist  era. 
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     Fast-forwarding  to  the  1980s,  the  city  experienced  a  rapid  and  large-scale  process  of  

deindustrialization.  It  was  important  for  the  city  to  find  ways  to  deal  with  it.  The  first  

reaction  of  the  central  government  was  to  use  incentives  and  financial  help  to  prevent  

huge  pressures  on  the  company  and  the  economy  of  the  city,  but,  as  Vanolo  (2015,  

p.2)  recognizes,  “unwise  business  strategies  on  FIAT’s  part”  and  other  reasons  could  not  

stop  or  even  slow  the  process  down.  Consequently,  city  and  regional  authorities  had  to  

think  of  an  alternative.  They  wanted  the  city  to  be  more  economically  capable  of  adapting  

to  changing  economic  conditions,  an  idea  that  is  now  known  as  the  “resilience”  of  a  

system.  In  other  words,  at  the  beginning  of  the  80s,  policymakers  started  looking  for  

alternative  pathways  for  the  city  to  increase  its  resilience  and  substitute  the  one-factory  

town  trajectory. 

     Between  the  late  1980s  and  early  1990s,  four  urban  visions  were  discussed  by  local  

policymakers  and  cultural  foundations:  Mito,  which  aimed  to  foster  economic  synergies  

with  Milan;  Gemito,  a  similar  concept  that  included  Genoa;  Pianura  Meccatronica,  focusing  

on  developing  a  region  specialized  in  mechanical  and  electronic  industries;  and  Torino  

Technocity,  envisioning  an  ICT  industrial  city.  These  visions  highlighted  the  city’s  need  to  

explore  new  manufacturing  roles.  However,  following  a  significant  industrial  crisis  in  the  

late  1990s,  new  aspirations  emerged,  focusing  on  non-manufacturing  sectors.  Local  

agencies  began  efforts  to  attract  businesses,  promote  entrepreneurship  in  high-skilled  

service  sectors  like  R&D  and  ICT,  and  draw  tourists  and  cultural  events.  This  shift  was  

formalized  with  the  2000  strategic  plan,  Torino  Internazionale,  which  aimed  to  transition  

the  city  towards  a  knowledge-based  society  (Vanolo,  2015). 
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     Another  factor  that  affected  the  city  was  the  1990s  political  crisis  in  Italy,  which  

resulted  in  the  introduction  of  a  new  law  that  changed  the  paradigm  of  city  management.  

Mayors  were  now  chosen  directly  by  the  votes  of  the  local  citizens,  and  that  shift  was  

specifically  effective  in  Turin  with  the  election  of  Valentino  Castellani  as  the  first  people-

chosen  mayor  of  the  city.  As  the  new  mayor  and  with  an  academic  background,  Castellani  

resorted  to  several  policies  linked  to  an  entrepreneurial  urban  agenda.  Although  this  

process  happened  a  decade  later  than  in  other  European  cities,  Turin  policymakers  

believed  that  city  branding,  and  competition  could  be  a  new  field  for  urban  revitalization  

and  could  work  as  a  “New  Deal”  for  urban  management.  Additionally,  the  European  

Union  played  a  role  by  providing  new  educational  opportunities  and  financial  resources  

through  urban  renewal,  as  well  as  economic  and  social  programs.  Innovative  industrial  

activities,  such  as  the  electronics  and  communication  sector,  started  to  appear  in  Turin  

as  a  part  of  the  knowledge-based  economy  plan  (Caruso  et  al.,  2019).   

     Turin's  Strategic  Plan  (Torino  Internazionale,  2000)  was  built  on  the  goals  of  the  

Masterplan  and  became  Italy's  first  strategic  planning  tool,  inspired  by  European  cities  

like  Barcelona,  Glasgow,  and  Lyon.  It  sparked  conversations  about  Turin's  identity  and  

future  during  a  time  of  serious  social  and  industrial  decline.  Developed  through  local  

dialogue  and  cooperation,  particularly  around  the  new  mayor,  the  plan  encouraged  city-

wide  engagement.  It  served  as  a  framework  for  both  ongoing  and  future  recovery  

initiatives,  supported  by  a  voluntary  alliance  across  various  sectors.  Key  priorities  included  

economic  recovery  driven  by  culture  and  tourism,  with  the  2006  Winter  Olympics  as  a  

notable  example.  The  plan  aimed  to  strengthen  Turin's  European  role,  enhance  

competitiveness  and  innovation,  and  improve  quality  of  life.  The  continuity  of  these  
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efforts  was  bolstered  by  political  stability,  with  mayors  like  Valentino  Castellani  and  his  

two  center-left  successors  playing  key  roles.  During  the  2000s,  Chiamparino  served  two  

terms  as  mayor  of  Turin  (2001–2006,  2006–2011).  His  administration  emphasized  territorial  

marketing  and  the  2006  Winter  Olympics,  a  key  event  influencing  Turin’s  strategic  

choices.  The  Olympics  spurred  rapid  urban  development,  including  the  construction  of  

the  Spina  subway  line,  new  infrastructure,  and  Olympic  facilities  designed  by  notable  

architects.  The  local  government  focused  on  enhancing  competitiveness,  restructuring,  and  

addressing  the  decline  of  Participatory  Local  Development  Action  (Progetto  Speciale  

Periferie:  azioni  di  sviluppo  locale  partecipato  PSP),  while  also  initiating  a  second  strategic  

plan.  However,  attention  to  peripheral  areas  diminished  as  funding  decreased,  with  initial  

projects  targeting  the  most  troubled  neighborhoods  and  weaker  interventions  planned.  As  

a  result,  in  2007,  the  Urban  Regeneration  Sector  (a  division  of  the  Turin  City  Council)  

replaced  PSP,  focusing  on  managing  existing  initiatives  and  participating  in  European  

networks  (Caruso  et  al.,  2019). 

     After  delving  into  post-industrial  Turin,  another  important  element  should  be  examined:  

the  history  of  the  cinema  industry  in  the  city.  Although  everyone  these  days  may  know  

the  city  by  its  car  manufacturing  heritage,  Turin  has  historically  played  an  important  role  

in  the  cinema  industry.  Turin  is  the  birthplace  of  cinema  in  Italy  because  of  its  proximity  

to  France  and  the  influence  of  the  Lumière  brothers.  In  1898,  the  first  Cinematografico  

Splendor  was  opened  by  Michele  Sala  on  Via  Roma  (Brunetta,  2009).  This  was  only  the  

beginning.  Although  films  were  produced  in  other  cities  in  Italy,  the  first  companies  

were  established  in  Rome  and  Turin  in  1905  (Thompson  &  Bordwell,  1994).  Productions  

increased  in  Turin  because  of  industrialization  in  a  way  that  Brunetta  (2009)  describes  
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as  “a  Klondike  Gold  Rush”.  In  the  beginning,  Turin  was  one  of  four  capitals  of  cinema  

in  Italy,  alongside  Rome,  Milan,  and  Naples.  Yet,  Turin,  as  “the  laboratory  for  the  new  

Italy,”  “became  the  pacesetter  for  the  expansion  of  cinema,  taking  part  in  an  endeavor-

like  that  of  the  automobile-that  would  shape  the  twentieth  century”  (Brunetta,  2009,  p.  

23). In  1912,  Turin  was  the  first  city  in  terms  of  the  number  of  productions  with  569  

films;  above  Rome  with  420  films  and  Milan  with  120  films. 

    However,  the  consequences  of  the  First  World  War  dramatically  changed  everything,  

with  the  number  of  productions  being  barely  4  in  1925.  With  the  rise  of  fascism  and  

its  control  over  the  country,  people  in  charge  believed  that  importing  American  

productions  would  make  more  sense  (Brunetta,  2009).  In  1938,  about  70%  of  the  tickets  

sold  in  Italian  cinemas  were  for  American  movies.  Another  effect  of  fascism  was  

Mussolini  putting  his  weight  behind  the  rise  of  CineCitta,  as  a  centralized  production  

hub  in  Rome  (Vanolo,  2015).   

     Despite  this  crisis,  Turin  kept  an  important  place  in  cinematic  discourse.  The  city's  

first  Italian  cinema  museum  was  founded  in  1956,  and  by  the  1960s,  a  number  of  

specialized  film  reviews  had  emerged.  Many  associations,  forums,  and  festivals  have  

remained  active,  and  numerous  documentaries  have  focused  on  the  lives  and  cultures  of  

factory  workers.  Although  the  local  film  production  system  eventually  “collapsed”  (Vanolo,  

2015,  p.5),  the  cinematic  culture  persisted,  demonstrating  its  resilience  and  adaptability.  

In  response  to  FIAT’s  crisis  in  the  late  1990s  and  the  need  to  diversify  the  city’s  

economy,  local  policymakers  revisited  cinema  as  a  potential  growth  avenue.  To  aid  this  

effort,  the  publicly  funded  Film  Commission  Torino  Piemonte  was  created  in  2000,  
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providing  resources  and  support  to  filmmakers.  Since  then,  more  than  700  productions  

have  been  drawn  to  the  city,  stimulating  the  growth  of  small  and  medium-sized  companies  

as  well  as  independent  professionals  in  the  field.  Around  5,100  people  are  now  directly  

employed  in  Turin’s  film  industry.  The  development  of  Turin’s  film  sector  highlights  the  

complex  nature  of  resilience  in  social  systems.  Urban  life  is  shaped  by  many  factors,  

including  economic  structures,  industrial  organization,  cultures,  and  identities.  During  times  

of  crisis,  social  and  individual  energies  often  shift  from  one  sector  to  another,  much  

like  capital  moves  between  different  circuits.  Cinema  evolved  from  being  a  capital-focused  

industry  to  a  cultural  domain,  eventually  re-emerging  as  a  sector  of  economic  significance.  

Thus,  resilience  in  social  phenomena  requires  not  only  resistance  and  adaptability  but  

also  the  ability  to  integrate  various  facets  of  urban  life.  Despite  being  economically  

overlooked  for  decades,  Turin’s  cinema  sector  has  shown  a  remarkable  ability  to  navigate  

through  different  spheres  (Vanolo,  2015). 

     What  is  interesting  in  this  case  is  that  although  scholars  like  Vanolo  or  websites  of  

the  film  commission  in  Turin  are  talking  about  the  figures  and  numbers  which  

demonstrate  that  Turin  has  been  working  in  the  field  of  cinema  and  using  it  as  a  tool  

for  cultural  planning  and  urban  regeneration,  there  are  still  questions  to  be  asked.  One  

of  them  is  why  -considering  the  background,  history,  and  scale  of  current  activities-  

Rome  is  the  film  creative  city  in  UCCN,  and  Turin  is  a  creative  city  of  “design”.  

Although  scholars  (Vanolo,  2015),  (Governa  in  the  interviews)  argue  that  the  local  policy  

makers  believed  that  focusing  on  industrial  production  was  not  going  to  help  the  city  

overcome  its  problems  in  the  90s,  industrial  design  was  chosen  as  the  field  of  creativity  

in  Turin.  A  parallel  question  is  why,  despite  Turin  being  the  creative  city  of  design  in  
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UCCN,  major  design  events  are  held  annually  and  internationally  known  in  Milan,  but  

not  in  Turin?  Another  question  is  the  same  process  has  happened  in  other  parts  of  the  

world,  like  in  Glasgow,  Scotland,  or  in  the  Ruhr  Region,  Germany  but  have  these  cities  

experienced  greater  success  compared  to  Turin?  In  other  words,  the  role  of  cinema  in  

Turin’s  postindustrial  policies  and  transformations  remains  to  be  explored.  To  do  so,  in  

the  remainder  of  this  chapter,  I  review  the  current  policy  landscape  in  the  city,  using  

the  same  taxonomy  developed  for  the  case  analysis  in  Chapter  3,  and  present  some  of  

the  empirical  findings  resulting  from  my  interviews  with  experts  and  stakeholders  in  the  

field.   
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4.2. Turin’s Film Industry 
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4.3.  Interviews  with  Experts  &  Scholars  about  Turin 

       I  have  been  living  in  Turin  for  more  than  two  years,  and  this  motivated  the  first  

sparks  of  my  interest  in  the  questions  of  this  dissertation.  Living  in  this  city  also  

provided  me  with  the  presence  of  experts  and  scholars  in  different  fields  who  have  been  

studying  and,  more  importantly,  have  had  first-hand  experience  of  the  creative  sector  in  

Turin.  I  have  tried  to  use  this  privilege  for  my  work  to  give  depth  to  my  argument.  I  

have  interviewed  University  researchers  in  the  fields  of  urban  studies,  geography,  cinema  

engineering,  and  economics  alongside  people  in  charge  of  the  film  commission  in  Turin.  

In  the  interviews,  I  tried  to  cover  as  many  topics  as  I  could,  but  here  I  am  summarizing  

insights  based  on  a  qualitative  tracing  of  five  themes  of  analysis:  1.  The  effects  of  

entrepreneurial  urbanism  in  Turin,  2.  The  Application  of  the  creative  city  discourse  in  

the  city  and  policymaking  agenda,  3.  Marketing  and  city-branding  of  Turin,  4.  The  role  

of  cinema  in  facing  the  post-industrial  decline  and  industry’s  infrastructures  and  incentives  

5.  Public  and  Private  Partnerships  (PPPs).  These  five  themes  were  used  for  the  qualitative  

coding  and  analysis  of  the  interviews. 

     As  discussed  in  Chapter  2  of  this  dissertation,  the  processes  of  deindustrialization  and  

the  transition  to  the  post-Fordist  era  were  the  primary  drivers  behind  entrepreneurial  

approaches  in  Western  societies.  Concentrating  on  this  matter,  Prof.  Francesca  Governa,  

a  Turin-based  urban  geographer,  believes  that  “devolution”  was  a  key  event  in  this  

transition.  While  several  responsibilities  were  devolved  from  the  central  government  to  

both  regional  and  local  governments,  there  was  also  a  decrease  in  funding,  which  obliged  

local  governments  to  embrace  an  entrepreneurial  approach.  In  the  case  of  Turin,  the  
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presence  and  support  from  the  European  Union  were  a  big  help.  With  the  turn  of  the  

century,  the  “regionalization”  of  Europe  focused  on  areas  that  were  earmarked  under  

“Objective  ll”.  They  were  all  areas  affected  by  deindustrialization,  and  Turin  was  included  

in  this  framework.  This  EU  designation  allowed  Turin  to  access  specific  funding  streams  

aimed  at  post-industrial  urban  transformation.  As  a  result,  the  city's  development  in  the  

post-Fordist  era  has  been  significantly  shaped  by  entrepreneurial  urban  strategies.  However,  

as  Governa  points  out,  it  is  important  to  adopt  a  critical  perspective  on  these  

transformations.  One  key  aspect  of  this  critique  is  the  scalar  dimension:  cultural  activities  

promoted  under  entrepreneurial  policies  are  often  shaped  by  global  or  supra-local  

dynamics,  rather  than  being  rooted  in  the  local  context.  This  raises  questions  about  the  

extent  to  which  such  initiatives  genuinely  reflect  or  benefit  local  cultural  needs.   

     Regarding  the  story  of  Turin,  in  the  first  phase  of  deindustrialization,  Governa  believed  

there  was  no  urban  regeneration  in  Turin.  Instead,  there  was  somehow  the  shock  and  

the  effort  to  make  sense  of  the  big  deindustrialization  of  the  city,  and  this  happened  

more  or  less  during  the  80s.  The  local  elite  felt  the  need  to  recognize  that  something  

was  changing,  and  it  was  not  neutral  or  natural.  So,  starting  from  the  80s,  there  has  

always  been  a  search  for  new  development  programs  or  what  is  called  “a  new  urban  

identity”  in  order  to  overcome  the  legacy  of  the  industrial  past.  In  the  meantime,  there  

were  big  changes  at  the  national  level,  including  direct  elections  of  mayors.  It  was  in  

1993,  when  Valentino  Castellani  was  elected  as  the  mayor  of  Turin.  He  was  a  professor  

at  the  Politecnico  di  Torino,  so  the  network  of  universities  and  the  public  sector  is  an  

evident  component  of  this  transition.   
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     Governa  remarks  that  Castellani  was  the  mayor  during  the  period  of  deindustrialization  

who  was  able  to  define  something  new  in  terms  of  urban  regeneration.  During  the  

second  period  of  his  office,  the  Special  Periphery  Project  (PSP)  was  defined.  The  

peripheral  or  disadvantaged  areas  were,  for  the  first  time,  conceptualized  not  merely  as  

bounded  neighborhoods  but  in  a  more  fragmented  and  nuanced  manner,  addressing  

disparities  and  divisions  that  extended  beyond  mere  streets  or  district  boundaries  to  a  

highly  localized  scale.  Within  this  framework,  the  PSP  sought  innovative  approaches  for  

the  renewal  of  deprived  urban  neighborhoods,  integrating  physical  interventions  with  

economic  and  social  activities.  Emphasis  was  notably  placed  on  educational  institutions  

and  the  support  mechanisms  for  children,  highlighting  the  program's  multifaceted  focus  

on  both  physical  and  social  dimensions. 

     However,  this  project  faced  an  abrupt  halt,  the  reasons  for  which  remain  unclear,  

although  political  factors  are  a  likely  explanation.  Subsequent  strategic  plans  emerged,  yet  

none  succeeded  in  establishing  a  cohesive  vision  or  a  comprehensive  trajectory  for  the  

city’s  development.  Governa  points  out  the  notable  disjunction  between  these  plans,  with  

no  evident  alignment  or  interaction  between  the  strategic  plan  that  seeks  competitiveness  

and  urban  regeneration  plans,  e.g.,  PSP,  which  focuses  on  social  integration  and  cohesion. 

     Regarding  Turin’s  entrepreneurial  story,  Dr.  Erica  Mangione,  a  scholar  who  has  been  

working  on  some  specific  aspects  of  the  knowledge-based  economy,  especially  the  matter  

of  studentification  of  Turin,  and  the  issues  and  phenomena  related  to  that,  offered  

additional  reflections  on  the  effects  of  the  strategic  plan  (Piano  Strategico)  in  place  since  

2000.  The  plan  marked  an  official,  entrepreneurial  shift  to  a  knowledge-based  economy.  
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Around  2000,  the  city  started  to  develop  a  strategic  plan.  The  city  had  three  strategic  

plans:  the  first  in  2000,  then  in  2006,  and  2016.  This  was  a  process  that  the  policymakers  

of  the  city  started,  a  kind  of  urban  coalition  where  the  city's  two  universities,  the  

University  of  Turin  and  Polytechnic  of  Turin,  and  also  the  bank  foundation  and  some  

private  entities  in  the  economy  of  the  city  were  involved.  Together,  they  identified  this  

kind  of  path  to  the  knowledge-based  economy  with  a  specific  focus  on  universities.  The  

aim  of  these  universities  is  to  attract  more  international  students,  and  the  student  

population  was  identified  as  something  strategic.  However,  in  recent  decades  or  after  

2016,  the  city  and  this  urban  coalition  stopped  to  somehow  clarify  their  strategy,  so  

actually  at  this  moment  the  city  doesn't  really  have  a  clear  strategy  for  urban  development.  

To  make  the  universities  relevant  actors  in  the  local  economic  context  was  a  goal,  and  

they  became  relevant  in  various  ways,  such  as  politics.  Somehow,  now  the  two  universities  

are  involved  in  many  political  decisions  and  relevant  decisions  for  the  city.  Naturally,  

this  plan  has  faced  several  challenges,  and  the  case  of  Turin  illustrates  the  city's  difficulties  

in  effectively  managing  certain  aspects  of  its  implementation.  As  Mangione  argues,  the  

challenges  stem  not  only  from  limited  financial  support  from  the  state  but  also  from  a  

broader  lack  of  administrative  capacity  and  governance  competence. 

     Regarding  the  application  of  the  creative  city  discourse  in  the  city  and  policymaking  

agenda,  different  scholars  had  comments.  This  is  one  of  the  points  in  the  interviews  

that  all  the  interviewees,  regardless  of  their  field  of  work,  talked  about  or  at  least  

mentioned.  Consequently,  it  is  important  to  have  a  clear  view  of  what  they  think.  

Following  the  discussion  on  entrepreneurial  strategies  in  Turin,  the  analysis  now  turns  to  

the  creative  city  discourse,  which  represents  a  key  dimension  of  these  entrepreneurial  
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approaches.  Also,  Dr.  Bertacchini,  who  is  an  associate  professor  in  department  of  

Economics  and  Statistics  at  University  of  Turin  and  one  of  the  co-authors  of  Atmosfera  

Creativa,  explains  that  Piedmont  has  been  one  of  the  first  regions  in  developing  regional  

policies  for  movies  as  a  means  of  creative  industries  in  Italy,  and  that  has  been  effective  

in  some  ways.  However,  Governa  thinks  that  there  is  too  much  pressure  on  culture-led  

planning,  as  if  through  culture  we  can  do  almost  everything,  and  that  is  not  the  case.  

As  Governa  (Interview,  03/10/2024)  notes: 

while  creative  industries  hold  significant  value,  it  is  a  little  bit  too  much  to  

expect  cultural  activities  to  do  everything. 

 

     She  also  argues  that  there  are  some  contradictions  to  the  European  Capital  of  Culture  

program.  The  fact  that  this  European  regeneration  plan  affects  only  a  few  parts  of  the  

city,  and  other  parts  that  are  the  hardest  to  manage  were  completely  forgotten,  can  be  

explored  as  one  of  the  drivers  of  uneven  development.   

     Paolo  Manera,  the  director  of  the  Torino  Piemonte  Film  Commission,  has  his  own  

story  as  a  citizen.  He  thinks  that  these  plans  completely  reshaped  some  parts  of  the  

city.  This  change  was  very  effective  in  the  transformation  of  the  center.  One  example  

of  this  transformation  was  the  restriction  of  car  access  in  certain  areas  and  the  restoration  

of  previously  neglected  spaces.  As  Manera  described  in  the  interview  (02/10/2024),  what  

was  once  “a  very  dark  place”  was  turned  into  a  vibrant,  tourist-centered  platform,  where  

ancient  palaces  were  renovated  and  reopened  to  the  public.  Then  there  was  the  opening  

of  several  new  restaurants  and  bars,  and  all  these  were  significant  changes.  However,  

not  all  effects  were  positive.  Usually,  there  is  a  rise  in  the  number  of  the  clubs  and  
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movie  theaters  and  other  leisure  venues.  So,  places  in  some  neighborhoods  became  

fashionable  and  prices  skyrocketed.  These  neighborhoods  are  full  of  places  that  are  open  

only  at  night.  However,  some  of  these  neighborhoods  become  a  sort  of  ghost  town  

during  the  day.   

     One  question  that  may  pop  up  is  what  were  the  actual  plans  in  place?  Governa  

mentioned  some  examples  of  the  plans  and  policies  that  were  put  into  action.  At  that  

time  (turn  of  the  century),  this  idea  of  the  Winter  Olympic  Games,  promoting  tourism  

and,  of  course,  the  Torino  Piemonte  Film  Commission  seemed  to  be  a  sort  of  solution.  

The  Winter  Olympic  Games  of  2006  were  seen  as  an  opportunity  by  the  Strategic  Plan,  

Castellani,  and  other  political  and  institutional  actors.  In  terms  of  urban  creativity,  there  

is  this  history  of  the  Torino  Piemonte  Film  Commission,  which  was  established  according  

to  national  frameworks  because  it  was  opened  simultaneously  with  other  film  commissions  

in  other  regions  and  Italian  cities.  So,  it  was  also  a  national  plan.  Contrary  to  what  was  

believed,  the  promise  of  tourism,  the  Winter  Olympic  Games,  and  culture,  which  were  

a  sort  of  new  axis  for  the  development  in  Turin,  became  a  dream.  These  ideas  had  

some  effects,  but  it  couldn’t  be  imagined  that  this  is  the  new  identity  of  this  city,  and  

the  data  showed  that  the  city  continued  to  have  problems.  Another  reason  for  the  

unsuccessful  plans  by  Governa  was  believed  to  be  who  oversees  implementing  these  

visions,  and  also  who  has  the  money  and  the  power.   

     To  be  more  accurate  on  the  matter  of  the  film  industry  and  its  expansion,  Manera  

says  that  as  he  entered  the  Torino  Piemonte  Film  Commission,  it  was  a  moment  at  

which  they  felt  the  need  to  work  not  only  as  an  incoming  agency,  attracting  big  

production  companies,  but  also  in  support  of  local  producers.  An  ecosystem  was  created  
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in  which  the  film  commission  office  and  now  other  places  are  full  of  events  and  formal  

and  informal  meetings.  But  the  interesting  point  that  he  mentions  is  about  the  rise  in  

the  number  of  students  from  abroad,  and  this  changed  a  lot  of  things.   

     To  explore  studentification  as  a  form  of  creative  industry  and  knowledge-based  

economic  development  promoted  by  the  city,  my  interview  with  Dr.  Erica  Mangione  

offers  valuable  insights  into  its  underlying  dynamics.  She  worked  on  a  project  with  other  

scholars  on  this  matter,  and  her  insights  into  the  current  plan  enlightened  several  aspects  

of  the  policies  in  place.  She  believes  that  since  the  city  was  coming  out  of  this  long  

period  of  identity  loss,  there  was  a  need  to  find  a  new  identity,  a  new  image  of  the  

city,  and  the  two  universities  were  already  relevant  institutions.  This  urban  coalition  

decided  to  invest  in  the  university  and  in  the  so-called  “knowledge  economy.”  Since  

then,  the  city  has  built  its  strategy  and  urban  development  around  a  segment  of  the  

creative  industries  that  is  more  closely  linked  to  knowledge  production  and  the  role  of  

universities.  The  idea  of  becoming  a  “university  city”  to  attract  students  from  abroad,  

especially  good,  high-level  students,  or  to  attract  tourists  from  abroad,  from  other  

countries,  has  been  constantly  on  the  agenda.  Consequently,  the  two  universities  have  

registered  increased  influence  in  local  agendas.  This  role  for  the  academic  sector  aligned  

to  the  strategic  plans.  Regarding  the  success  of  this  plan,  Mangione  is  ambivalent:  data  

on  student  population  shows  that  Turin  is  one  of  the  few  cities  in  Italy  that  has  kept  

a  positive  trend  in  the  last  20  years,  but  there  have  also  been  challenges  and  drawbacks. 

     On  the  one  hand,  Mangione  acknowledges  that  a  key  goal  of  the  plan  is  to  attract  

wealthier  students  and  appeal  to  the  creative  class.  However,  she  also  notes  that  the  city  
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and  the  Piedmont  region  have  made  significant  efforts  to  uphold  the  “right  to  study.”  

As  a  result,  students  from  a  variety  of  socio-economic  backgrounds  continue  to  access  

higher  education,  helping  to  preserve  social  diversity  within  the  student  population.  There  

are  also  some  other  sectors  such  as  the  research  and  development  of  the  local  industry,  

the  start-ups,  and  the  incubator  of  the  polytechnic  that  have  been  developed,  and  that  

is  a  good  outcome  of  the  strategy.  OGR  and  numerous  co-working  spaces  were  

established  in  the  city,  where  we  can  see  people  who  work  here  for  a  bit  but  then  

move  to  another  city.  Moreover,  cultural  tourism  has  gradually  increased  compared  to  

other  cities,  contributing  to  the  knowledge  economy  by  supporting  the  cultural  sector  

and  attracting  visitors. 

     On  the  other  hand,  there  are  some  challenges  and  disadvantages  to  this  plan.  The  

first  challenge  is  that  at  a  certain  point,  people  in  charge  stop  making  their  agenda  clear,  

or  identifying  new  objectives.  Another  problem  is  the  students’  impact  on  some  

neighborhoods  of  the  city  where  they  concentrate.  This  is  especially  evident  around  

university  campuses,  which  significantly  impacts  the  rental  market.  Their  presence  attracts  

powerful  development  companies  investing  in  student  housing;  these  actors  can  

substantially  reshape  parts  of  the  city.  This  is  where  the  challenges  for  the  rental  market  

and,  ultimately,  the  process  of  gentrification  start.  If  there  is  no  regulation  on  rents,  

housing  prices  in  certain  areas  can  rise  sharply  due  to  student  housing  demand,  making  

it  difficult  for  other  residents  to  afford  to  live  there.  Additionally,  concerns  about  the  

visible  presence  of  students  in  the  streets  at  night,  which  contributes  to  tensions  in  the  

area,  is  evident.  Finally,  while  the  student  population  is  contributing  to  many  economic  

activities,  and  also  making  the  city  more  vibrant  and  livelier,  the  arrival  of  students  has  
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not  been  managed  and  planned  in  the  right  way.  When  students  finish  their  studies,  

they  have  difficulty  finding  jobs,  especially  international  students.  They  also  struggle  to  

integrate  into  the  city.  Therefore,  most  students  study  in  Turin  and  then  go  abroad.  

What  has  recently  been  demonstrated  as  treating  students  as  tourists  is  more  of  a  

consequence  of  mismanagement  than  a  choice.  There  is  a  severe  lack  of  planning  for  

the  long-term  stay  of  students,  which  is  crucial  to  face  the  demographic  crisis  in  Turin. 

     Finally,  a  point  mentioned  by  Mangione  was  that  nighttime  activities  have  become  

more  focused  on  alcohol  and  drinking,  while  the  availability  of  cultural  options  for  those  

going  out  at  night  has  declined.  There  have  been  some  actions,  but  still,  it  is  not  the  

same  city  in  the  nighttime  activities  and  the  cultural  offerings  during  the  night  as  they  

were  10  years  ago.  This  is  an  aspect  of  the  life  of  people  that  has  not  been  considered  

in  the  knowledge  economy,  so  a  recommendation  is  to  consider  this.  Another  point  is  

that  she  believes  that  there  is  somehow  a  gap  in  the  literature  of  studentification  about  

students  as  aggressive  gentrifiers  and  producers  of  some  transformations  in  the  city.  This  

phenomenon  can  be  studied  in  depth  since  these  effects  are  important  and  cannot  be  

ignored. 

     Another  expert  and  scholar  whom  I  interviewed  is  Dr.  Laura  Martini,  working  as  the  

general  manager  at  Torino  Stratosferica,  one  of  the  important  actors  in  the  city.  This  

company  has  been  active  since  2014  and  is  active  in  the  field  of  urban  projects  and  

branding.  They  have  been  important  partners  and  stakeholders  to  the  city.  Just  recently,  

at  the  time  of  the  interview,  they  held  a  form  of  festival  named  Utopian  Hours  in  

which  they  invited  different  experts  from  different  parts  of  the  world  and  had  professional  
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discussions  and  meetings  regarding  different  topics  in  the  city;  specifically,  city  branding  

and  urban  regeneration.  In  terms  of  creative  city  discourse  in  the  city,  she  believes  that  

there  has  been  a  lot  of  work  done  in  the  past  years.  She  has  been  involved  in  lots  of  

them,  and  she  is  also  a  scholar  and  studies.  Based  on  her  experience,  the  city  has  a  

long  way  to  go  and  there  should  be  more  activities  but,  with  the  financial  crisis,  lack  

of  unity  and  integration  among  citizens  for  being  critical  and  demanding  in  terms  of  the  

quality  of  urban  life    for  citizens  and  lack  of  power  and  financial  support  of  the  public  

authority,  it  is  hard  to  go  with  the  full  pace  towards  the  urban  regeneration.  Also,  she  

believes  there  is  a  lack  of  connection  between  different  sectors  like  the  film  industry  

and  the  city  officials,  which  has  been  made  up  in  the  last  5  years,  which  is  a  good  sign  

to  witness  more  integration  of  different  parts  of  the  city. 

     In  the  creative  city  discourse,  branding  and  marketing  are  important  tools  as  

connections  and  relations  to  the  outside  are  an  important  aspect  of  city  competition  and  

urban  entrepreneurialism.  Regarding  the  story  of  branding  in  Turin,  the  city  has  been  

active  since  then,  and  now  the  coalition  is  working  on  a  specific  city  branding  strategy  

for  the  city.  For  example,  the  city  is  organizing  this  meeting  with  private  agencies  and  

many  associations  in  the  city,  and  whoever  wants  to  participate  in  this  event,  in  which  

they  are  going  to  present  their  will  to  develop  a  city  branding  strategy  and  to  choose  

an  agency  to  oversee  thinking  about  the  city  branding.  The  city  is  explicitly  going  in  

that  direction  and  has  decided  to  do  a  lot  also  related  to  the  need  to  be  attractive  in  

terms  of  tourism.  Some  examples  of  activities  are  many  different  and  large  events  that  

the  city  is  continuously  trying  to  attract,  like  the  ATP  finals,  etc.  One  of  the  relevant  

third  sector  actors  is  Torino  Stratosferica,  which  has  been  mentioned  before.  They  are  



130 

holding  events  and  doing  projects  in  the  city  that  are  explicitly  related  to  the  city's  

branding.  These  third  sector  parties  like  Torino  Stratosferica  are  the  main  hand  of  the  

city  in  the  field  of  city  branding,  and  they  are  active  in  different  ways. 

     One  important  point  is  whether  the  plans  for  the  city  were  successful  or  not.  Martini  

believes  that  the  city  has  a  long  way  to  go  in  this  manner,  but  there  have  been  big  

changes  in  recent  years.  These  changes  could  be  observed  not  only  by  experts  but  also  

by  citizens.  There  are  more  international  events  and  consequently  more  international  

people  in  the  city,  which  is  a  big  change  compared  to  old  Turin.  In  this  manner,  Dr.  

Bertacchini  also  believes  that  the  rebranding  has  worked,  but  there  is  a  problem.  There  

has  been  a  flow  of  tourists  to  the  city,  and  they  see  a  city  that  is  enjoyable  without  

any  great  problems  of  overtourism.  Also,  the  students  find  Turin  not  only  cheaper,  but  

also  a  place  where  it  is  much  easier  to  enjoy  all  the  amenities  of  the  city  compared  to  

Milan,  Bologna,  and  Rome,  and  this  is  a  success.  So,  the  city  has  completely  changed  

its  image,  but  these  changes  in  the  last  20  years  are  not  completely  reflected  in  the  

economic  conditions.  He  believes  a  reason  for  this  might  be  the  geographical  location  

of  Turin,  which  is  located  on  the  edge  of  the  high-speed  train  line  in  Italy.  If  this  

network  of  high-speed  trains  expands  towards  France,  it  could  change  the  equation. 

     An  important  point  is  also  the  film  industry's  marketing.  It  is  crucial  to  be  a  part  of  

the  international  discourse  about  the  film  industry,  and  this  requires  a  strong  marketing  

strategy.  In  this  sense,  the  director  of  the  film  commission  says  that  there  are  an  average  

of  seven  articles  in  magazines  and  newspapers  every  day,  and  there  are  cars  and  trucks  

all  over  the  city,  which  directly  affect  the  branding.  However,  Dr.  Tatiana  Mazali,  a  
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scholar  of  new  media  and  cinema,  believes  that  the  marketing  and  distribution  phase  of  

the  cinema  industry  in  Turin  should  be  enhanced,  and  there  is  a  lack  of  distribution  in  

this  matter.  Another  key  point  raised  by  Bertacchini  is  that  Piedmont’s  investment  

attraction  policy  is  not  focused  on  tourism  promotion.  As  a  result,  the  film  industry  and  

production  in  Turin  do  not  follow  a  touristic  approach. 

     Since  marketing  and  networking  are  important  strategies,  there  have  been  international  

programs  like  UCCN,  which  was  mentioned  and  explained  before  in  the  second  chapter.  

This  is  an  important  aspect  for  Turin  because  this  city  is  a  UNESCO  Creative  City  of  

Industrial  Design.  In  this  manner,  Dr.  Bertacchini  explains  that  this  program,  in  general,  

means  that  a  city  may  participate,  identifying  one  of  its  cultural  and  creative  attitudes.  

But  then  it  is  also  a  test  to  establish  a  kind  of  commitment  to  work  in  this  area.  The  

outcome  is  that  some  cities  try  to,  especially  ones  that  have  just  one  identity,  to  use  

the  UNESCO  brand  of  the  Creative  City  program  in  order  to  magnify  that  brand  and  

identity.  Other  cities  that  do  not  have  a  very  strong  international  identity  use  this  in  

order  to  find  one.  It  may  also  be  a  city  that  wants  to  invest  in  a  new  field.  Of  course,  

that  city  must  prove  that  you  have  the  capabilities  to  do  so.  The  fact  that  Turin  was  

selected  as  a  creative  city  in  industrial  design  was  promoted  and  nominated  by  some  

local  stakeholders.  There  is  doubt  about  the  authorities’  role  in  this  process,  but  the  

domination  of  some  local  relevant  stakeholders  cannot  be  denied.  Because  there  is  still  

the  cultural  and  economic  legacy  from  industrial  history,  and  actors  relevant  to  this  

legacy  are  not  allowing  the  shift.  Another  thing  pointed  out  by  Paolo  Manera,  which  

was  interesting  and  also  unexpected,  which  shows  the  divide  and  lack  of  network  in  the  

city,  is  that  it  is  the  first  time  he  has  considered  these  aspects.  No  one  he  has  worked  
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with  has  ever  talked  about  this  concept  of  the  UNESCO  Creative  City  Network  of  

Cinema.  He  always  heard  about  UNESCO  cultural  heritage,  but  nothing  about  this  

concept.  This  also  questions  the  legitimacy  and  inclusivity  of  the  process  in  Turin’s  

proposal  of  membership  in  the  UCCN  program.   

     Finally,  Turin  is  a  city  that  has  a  lot  of  potential  in  the  matter  of  marketing,  city  

branding,  and  promotion.  Paolo  Manera  believes  that  some  of  his  colleagues  coming  for  

international  productions  to  Turin  comment  that  this  city  is  a  hidden  gem,  and  he  

strongly  thinks  that  Turin  is  still  underrepresented  internationally.  Confirming  this  idea,  

Dr.  Bertacchini  also  says  that  people  who  come  to  Turin  find  the  city  surprisingly  

attractive.  This  positive  international  perception  creates  expectations  for  stakeholders  to  

be  more  proactive  in  leveraging  the  city’s  potential. 

     Why  is  cinema  worth  investing  in  the  city?  The  answer  to  this  question  was  provided  

by  the  film  commission’s  director.  He  believes  that  this  industry  is  cheaper,  faster,  and  

better  than  other  strategic  assets.  Some  territories,  year  after  year,  came  to  the  point  

that  investing  in  cinema  could  have  a  fast  return  with  money,  and  these  years,  with  the  

challenges  in  the  economic  management  and  development  of  the  cities,  this  point  gains  

more  value  than  ever.  To  have  an  idea  of  the  industry  in  Turin,  Dr.  Bertacchini  did  

some  research,  and  the  result  is  that  employment  statistics  at  the  national  level  show  

that  Turin  is  the  third  hub  of  the  sector  in  Italy.  As  he  used  the  data  in  1971  and  

2001,  comparing  the  two-census  data,  the  index  of  specialization  moved  from  0.65  to  

1.72.  So,  in  terms  of  the  number  of  jobs,  it  has  always  become  quite  high.  The  reason  
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for  this  success,  as  he  puts  it,  has  been  attracting  movies  via  logistics.  For  example,  due  

to  the  traffic  and  the  organizational  challenges,  shooting  in  Turin  is  easier  than  in  Rome. 

     Infrastructure  is  one  of  the  most  important  aspects  of  industry.  For  this  reason,  it  

cannot  be  missed  in  the  scholars'  and  experts'  discourses.  There  can  be  hard  and  soft  

infrastructure  for  industry.  An  important  one  for  Turin  is  the  National  Museum  of  

Cinema.  It  is  the  biggest  and  most  important  cinema  museum  in  the  country  and  plays  

an  important  role  in  preserving  the  culture  of  cinema  while  also  overseeing  different  

events.  In  the  education  field,  there  is  a  major  in  cinema  engineering  that  nurtures  a  

talent  pool  of  experts  for  the  city.  Another  important  point  about  soft  infrastructure  in  

Turin  is  the  Torino  Piemonte  Film  Commission.  It  is  one  of  the  most  important  assets  

of  the  city  and  was  established  in  2000.  It  is  claimed  to  be  the  biggest  and  most  active  

film  commission  in  Italy  by  its  director.  He  also  provided  some  details  regarding  the  

funds,  which  are  an  important  part  of  their  duty  to  take  care  of.  These  funds  are  

provided  by  the  European  Union,  the  region,  the  city  management,  and  Compagnia  di  

San  Paolo,  which  is  a  private  foundation  of  the  city’s  most  important  bank.  They  started  

with  a  documentary  film  fund  because  the  documentary  was  one  of  the  possible  vocations  

of  the  industry  in  the  city.  Then  they  opened  a  short  film  fund,  and  now  they  have  a  

film  development  fund  to  support  the  writing  and  development  of  the  first  and  second  

feature  films.  These  funding  schemes  are  not  just  a  way  to  co-finance  or  to  put  a  logo,  

but  also,  they're  a  way  to  give  direction  to  the  market.  Alongside  funding,  there  are  

other  activities  by  the  film  commission.  Thanks  to  one  of  the  employers  that  is  working  

in  creating  a  network,  going  one  by  one  to  every  little  village  to  create  a  protocol,  the  

film  commission  has  signed  agreements  to  define  some  frameworks  for  working  together  
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with  other  municipalities  and  to  have  better  conditions  and  more  diversity  for  productions  

to  become  a  production  family  and  in  some  ways,  more  attractive  in  the  industry.  The  

three  main  focuses  of  the  film  commission,  as  put  by  its  director,  are  film  funds,  events,  

and  services. 

     Another  important  aspect  about  Turin  is  the  Torino  Film  Festival  (TFF).  The  evolution  

of  the  Torino  Film  Festival  is  an  important  aspect  because  it  started  as  Festival  del  

cinema  Giovane  and  was  not  mainstream.  For  example,  no  movies  and  participants  from  

the  US  were  there.  The  festival  was  held  in  different  places  back  then  in  smaller  movie  

theaters  with  few  people  participating,  who  were  cinephiles  and  critics.  This  old  form  

had  some  advantages,  specifically  for  young  filmmakers.  The  Academy  award  winner  and  

director  Alexander  Payne  is  one  of  the  examples  of  these  young  filmmakers.  This  festival  

also  had  some  effects  on  urban  fabric.  As  Governa  puts  it,  the  locations  of  the  Torino  

Film  Festival  are  now  mainly  in  the  center  and  in  places  that  are  already  known.  There  

is  no  idea  how  to  use  the  Torino  Film  Festival  in  a  way  to  spread  culture  in  the  city.  

This  is  an  interesting  point  because  in  the  old  format  of  the  festival,  it  was  exactly  the  

opposite.  So,  nowadays  during  the  festival,  several  cinemas  in  central  Turin  such  as  

Cinema  Massimo,  serve  as  key  venues  for  the  event. 

 

     There  are  two  important  points  regarding  the  film  industry  in  Turin,  explained  by  

Dr.  Bertacchini.  The  first  is  the  matter  of  clustering.  In  his  book  with  other  authors,  

Atmosfera  Creativa,  they  wanted  to  understand  the  dynamics  of  the  industry  for  attracting  

the  productions,  and  the  interesting  point  was  that  until  2013,  there  was  still  no  jump  

towards  a  consolidation  of  a  cluster  in  the  industry.  There  was  no  perception  of  a  
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cluster  yet.  So,  there  were  no  producers  here.  So,  they  were  still  attracting  only  

productions  to  shoot  here,  without  creating  a  virtual  circle  for  developing  the  whole  

production  in  Turin.  So,  the  lack  of  vision  and  lack  of  virtual  circle  was  known  to  be  

the  reason.  The  second  story  is  regarding  a  plan  that  did  not  work  and  was  a  kind  of  

defeat  for  the  industry  in  the  city.  The  city  invested  a  lot  in  the  Cine  Porto,  which  is  

close  to  San  Giorgio  Canavese.  The  idea  was  that  to  be  attractive,  there  was  also  the  

need  for  a  hard  technological  infrastructure,  and  they  invested  in  that.  This  investment  

was  one  of  the  unsuccessful  stories  of  the  cluster  in  Turin.  One  of  the  reasons,  based  

on  the  experience  of  other  examples,  was  that  this  technology-oriented  approach  may  

have  been  too  early  for  the  cluster. 

     The  industry,  like  every  other  industry  in  the  city,  has  had  its  outcomes,  challenges,  

strengths,  and  weaknesses.  Paolo  Manera  stated  that  in  Turin  there  are  about  200  

independent  production  companies;  15  of  them  can  have  international  production.  This  

also  has  a  direct  effect  on  the  number  of  productions  and  the  productions  supported  

by  the  film  commission,  which  caused  a  boost  in  the  industry.  Meanwhile,  a  challenge  

to  the  idea  of  Dr.  Bertacchini  comes  from  the  political  perspective.  There  are  people  in  

the  film  commission  that  represent  the  political  powers  of  the  city,  but  the  challenge  in  

the  field  of  arts  is  to  find  the  optimal  arm's  length  to  give  independence  between  the  

cultural  sector  and  the  political  or  bureaucratic  field. 

     An  important  outcome  of  the  industry  is,  as  Manera  puts  it,  “the  urban  effect  of  the  

industry”.  For  example,  once  upon  a  time,  the  neighborhood  in  which  the  facilities  and  

offices  of  the  film  production  are  located,  Aurora  and  its  neighboring  area,  Vanchiglia,  

were  very  depressed  neighborhoods.  Thanks  to  the  film  commission  and  the  university  
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campus,  there  are  now  several  film  studios,  bars,  restaurants,  and  facilities.  Investors  and  

business  owners  found  very  cheap  basements,  offices,  and  stores  that  they  rented.  Also,  

the  proximity  to  the  city  center  made  it  more  attractive,  and  overall,  the  neighborhood  

is  now  revitalized.  However,  this  can  also  have  negative  consequences,  such  as  triggering  

processes  of  gentrification,  as  discussed  by  authors  like  Zukin  (1987)  and  could  be  

explored  further  in  future  studies. 

     Strengths  and  weaknesses  of  every  industry  should  be  determined  to  plan  and  work  

on  them  for  further  advancements.  Bertacchini  recognized  two  strengths  and  one  weakness  

for  the  city’s  industry.  The  first  strength  is  that  it's  rare  to  find,  at  least  in  Italy,  a  place  

that  puts  together  many  different  institutional  actors  like,  a  cinema  festival,  other  festivals,  

etc.,  and  Turin  is  one  of  those  few  cities  that  has  all  of  these.  The  second  strength,  as  

mentioned  before,  is  the  attractiveness  for  shooting  compared  to  other  hubs  in  Italy,  

like  Rome  and  Milan.  However,  the  weakness  is  that  there  is  no  virtual  cycle  between  

stakeholders.  This  virtual  cycle  may  be  emerging  more  from  niche  segments  of  the  film  

market  -such  as  commentaries  and  short  films-  which  still  represent  a  weakness  within  

the  broader  industry. 

     There  are  some  final  notes  about  the  film  industry  in  Turin.  Governa  believes  that  

it  is  important  to  keep  the  cinema  as  an  important  part  of  the  city.  There  has  always  

been  this  discourse  in  Turin  that  the  city  has  been  the  capital  of  different  creative  

industries  like  fashion  and  cinema.  It  is  believed  that  these  industries  started  their  path  

in  Turin  in  Italy,  but  there  has  been  no  action  to  keep  these  industries  in  the  city  and  

make  something  out  of  them.  Since  there  is  this  tradition  of  cinema  in  the  city,  it  needs  

to  be  always  reused,  revitalized,  and  revalorized  to  be  kept  alive  and  flourishing.  Another  
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important  point  by  Mazali  regards  the  new  industries  and  digitalization  of  the  film  

industry.  There  should  be  a  wider  perspective  on  the  film  industry  since  digitalization  

has  changed  the  dynamics  of  it.  There  should  be  a  lens  to  consider  these  technological  

advancements  in  cinema  and  the  presence  of  other  industries  in  order  to  have  a  better  

understanding  of  the  contemporary  dynamics  of  the  film  industry. 

     Public  and  Private  Partnerships  (PPPs)  are  the  final  theme  emerging  out  of  the  

interviews.  PPPs  are  the  outcomes  of  the  neoliberal  policies  of  the  governments  and  are  

important  because  they  affect  various  fields.  They  are  effective  on  social  dynamics,  

economic  developments,  and  community  projects.  In  my  interviews,  there  were  some  

important  points  regarding  the  history  of  PPPs  in  Turin,  the  comparison  of  the  network  

with  Milan,  some  stakeholders  in  the  city,  specifically  in  the  film  industry,  and  finally,  

the  exceptional  case  of  a  private  partner  and  its  dynamic  with  public  authority. 

     Turin  has  always  been  an  important  city  for  private  entities  to  establish  partnerships  

with  the  public  authority.  As  Governa  mentioned,  in  the  Fordist  era  in  this  city,  the  

main  actor  was  FIAT.  She  also  says  that  the  network  involved  in  defining  the  strategic  

plan  at  the  beginning  of  the  century,  for  the  first  time,  consisted  of  other  public  and  

private  actors  that  tried  to  coordinate  with  each  other.  However,  nowadays  there  are  

fewer  Important  actors  in  Turin.  If  we  look  at  Milan  and  Turin,  which  various  scholars  

have  tried  to  compare,  the  context  and  also  the  competition  that  these  two  cities  seek  

are  completely  different.  In  Milan,  one  finds  a  complex  network  of  actors.  In  Turin,  the  

network  is  small  and  poor.  There  are  only  few  players  engaged:  the  Piedmont  Region,  

the  Municipality  of  Turin,  two  universities  in  the  city,  and  two  major  bank  foundations,  

Fondazione  Cassa  di  Risparmio  (CRT)  and  Compagnia  di  San  Paolo.  These  stakeholders  
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have  been  the  core  of  the  partnerships  in  the  city.  They  have  spearheaded  different  

projects  with  different  outcomes.  One  of  them,  mentioned  by  Bertacchini,  is  the  Cine  

Porto  project  which,  in  general,  combines  public  funds  with  private  and  foundation  

grants.  In  order  to  set  up  this  kind  of  big  project,  there  was  an  undeniable  need  for  a  

private  actor  to  be  able  to  deal  with  challenges.  Regarding  private  stakeholders,  Bertacchini  

explained  that  the  two  major  bank  foundations  can  invest  in  medium-term  strategies  to  

promote  the  territory.  The  interesting  point  is  that  even  if  they  are  private  actors,  most  

of  the  time,  they  are  considered  institutional  actors.  This  is  unique  to  Turin.  Mangione  

explains  that  one  of  these  foundations,  Compagna  di  San  Paolo,  which  is  the  main  

private  actor  in  Turin,  is  a  totally  private  entity.  It  is  a  foundation  established  by  a  

legacy  bank,  Intesa  San  Paolo,  in  Turin.  The  bank  is  obliged  by  the  law  to  spend  a  

part  of  their  annual  profit  in  the  city,  and  they  do  this  through  the  foundation.  So,  they  

are  not  public  entities  but  private  bodies  active  in  public  projects  and  they  behave  like  

a  public  body.  The  bank  and  the  foundation  have  become  crucial  actors  in  the  city  due  

to  the  weak  status  of  its  political  leaders.  The  political  leadership  in  Turin  has  experienced  

a  prolonged  period  of  crisis,  one  that  arguably  continues,  marked  by  difficulties  in  

managing  the  city's  social,  demographic,  and  economic  challenges.  In  this  context  of  

weakened  public  authority,  Compagnia  di  San  Paolo  has  emerged  as  a  significant  actor.  

It  plays  a  major  role  in  supporting  the  third  sector  by  funding  numerous  associations  

that  now  provide  welfare  services  traditionally  handled  by  the  municipal  government.  

Probably  without  the  Compagnia  di  San  Paolo,  the  city  would  be  in  a  huge  crisis.  If  

one  day  the  president  of  the  foundation  decides  to  invest  in  a  different  sector,  the  

welfare  system  will  totally  go  down.  So,  they  are  fundamental  to  the  city.  Governa  
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believes  that  in  Torino,  the  private  sector  has  always  been  the  pivot  of  the  network.  In  

the  past,  it  was  FIAT,  which  in  10  years  completely  disappeared  as  an  actor  in  the  

urban  network,  and  now  it  is  Compagna  di  San  Paolo,  which  is  stronger  and  more  

rooted  in  the  city.  Also,  if  you  look  at  the  people  in  charge  now,  the  chief  of  Compagna  

di  San  Paolo  was  a  former  rector  of  Politecnico.  Also,  the  mayor  of  Turin  was  a  

professor  at  the  Politecnico.  It's  not  by  chance  that  the  mayor,  the  rector,  and  the  

president  of  Compagna,  three  of  the  most  important  actors  in  Torino,  are  related  to  

Politecnico.  This  shows  the  importance  of  university.  Politecnico  was  a  school  related  to  

FIAT.  During  the  19th  century,  there  was  a  strong  relationship  between  FIAT  and  

Politecnico  for  various  reasons.  This  was  the  period  in  which  mechanical  engineering  

was  really  booming  at  the  Politecnico.  So,  it  is  a  kind  of  organization  that  is  an  

important  part  of  the  story. 

     The  same  actors  are  active  in  the  film  industry  in  Turin.  The  municipality  and  the  

government  of  the  region  are  together  as  founders  and  financial  supporters  of  the  film  

commission.  That  is  the  reason  that  the  name  of  this  entity  is  Torino  Piemonte  Film  

Commission.  “Then  we  receive  some  other  money  from  the  two  bank  foundations.  

Compagna  di  San  Paolo  and,  for  some  projects,  Fondazione  CRT.  We  also  receive  some  

other  money  from  the  Chamber  of  Commerce  of  Turin,”  Manera  said.  Bertacchini  

believes  that  in  the  Piedmont  model  of  partnerships,  the  private  is  important.  But  the  

public  is  the  one  that  can  create  the  public  conditions,  like  governance  framework,  that  

may  be  effective  to  give  the  opportunity  to  the  private  operators  to  flourish,  to  

experiment,  and  to  try,  as  in  many  other  settings.  So,  considering  the  dynamics,  although  
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the  private  sector  is  a  vital  component  for  the  city,  the  public  sector  also  matters  from  

a  governance  perspective. 

4.4.  Insights 

     Via  these  interviews,  some  dynamics  of  the  city  have  been  revealed.  As  discussed  at  

the  outset  of  this  chapter,  Turin  elites,  as  the  city  was  affected  by  a  post-industrial  crisis,  

tried  to  utilize  the  creative  city  discourse  as  a  form  of  entrepreneurial  urban  strategy  to  

revitalize  its  economic  and  spatial  fabric.  This  started  with  a  strategic  plan  in  which  the  

aims  are  not  mentioned  clearly.  Through  a  knowledge-based  economy,  and  specifically  

attracting  the  student  population,  the  strategic  plan  has  been  integrated  within  the  

policymaking  agenda.  This  led  to  a  strengthening  of  Public-Private  Partnerships  (PPPs)  

in  both  number  and  effectiveness,  making  them  a  more  prominent  institutional  and  

political  feature  of  the  city  compared  to  the  past,  to  challenges  like  gentrification  and  

housing  crisis.  It  seems  like  the  city's  strategy  has  not  been  chosen  wisely  because  the  

thin  upper  layer  that  is  attracting  students  is  achieved,  but  with  a  small  observation  as  

a  citizen  and  a  discussion  with  experts,  the  foundational  challenges,  like  demographic  

crisis,  seem  to  remain  unsolved.  The  film  industry  has  been  experiencing  different  statuses.  

The  city  is  considering  it  as  an  asset  recently,  and  it  is  on  the  way  to  development,  but  

the  key  point  is  that  to  be  a  successful  part  of  the  city’s  strategy,  there  is  a  need  for  

a  deeper  understanding  of  the  dynamics  in  the  city  and  the  industry. 

     The  main  reason  to  delve  deeper  into  the  matter  is  that  Turin  did  not  consider  the  

film  industry  as  a  part  of  its  urban  regeneration  agenda.  Although  cinema  has  been  

present  in  the  city  (culturally  and  industrially),  this  presence  has  not  been  embraced,  
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revitalized,  and  counted  on  until  just  recently.  The  reason  for  this  absence  is  the  lack  

of  communication  and  integration  between  the  stakeholders  and  authorities.  Most  of  the  

people  involved  in  the  film  industry  of  Turin  had  no  idea  why  the  city  had  not  

considered  the  potential  of  the  film  industry  in  its  urban  revitalization  and  neoliberal  

policymaking  agenda.  There  has  been  no  curiosity  between  people  in  city  governance  

and  the  film  industry  about  a  bold  presence  in  each  other’s  affairs.  There  have  been  

bold  activities  like  the  Turin  Film  Industry  or  the  National  Museum  of  Cinema,  as  a  

monumental  asset  to  the  city.  However,  thinking  about  the  film  industry  as  an  urban  

revitalization  asset  is  something  that  was  never  considered  by  either  of  the  stakeholders.  

Instead  of  the  film  industry,  Turin  has  utilized  a  knowledge-based  approach  which  

emphasizes  research  and  development,  attraction  of  tech  businesses,  and  studentification  

of  the  city  by  attracting  international  students  and  giving  leverage  to  higher  education  

institutions.  But  it  did  not  invest  properly  in  a  creative  industry,  cinema,  that  was  more  

“industrial”  than  others. 

     As  for  the  theoretical  framework,  Turin’s  case  shows  that  the  creative  city  discourse  

may  not  be  the  solution  for  facing  recession  based  on  the  current  framework,  policies,  

and  practices.  The  discourse  is  people  centric;  meaning  that  it  is  utilized  for  what  Harvey  

puts  as  a  response  to  the  recession.  Also,  there  is  a  scalar  challenge  discussed  by  

Governa.  The  level  at  which  the  policies  and  plans  are  implemented  is  not  synchronized  

with  the  challenges  that  should  be  faced.  The  challenges  are  at  the  local  and  regional  

level,  while  the  creative  policies  work  if  they  are  implemented  on  a  broader  scale  

regarding  the  networking  and  the  vast  financial  pool  of  the  industry  on  a  global  scale.  

In  chapter  2,  this  problem  of  the  incompatible  scale  of  clustering  creative  activities  with  



142 

the  district  economy  was  also  detailed.  It  emphasizes  the  complex  nature  of  creative  

clusters,  which  consist  of  various  endogenous  resources  that  go  beyond  traditional  

interpretations  of  district  economies  (Branzati,  2015). 

     The  nature  of  creative  industries  and  urban  entrepreneurialism  has  always  been  

integrated  with  neoliberal  policies  and  governance  by  scholars.  Harvey’s  paper  (1989)  also  

emphasizes  the  movement  from  “managerialism  to  entrepreneurialism”.  The  neoliberal  

doctrine  in  policy  making  and  project  is  obviously  witnessed  via  a  change  of  priorities  

in  policy  making,  leveraging  public-private  partnership  and  privatization.  However,  policy  

mapping  of  the  cities  with  an  active  film  industry  has  shown  that  the  role  of  the  state  

and  regulation  is  undeniable.  Via  tax  rebates,  permits,  regulations  and  incentives,  the  

public  authority  plays  an  active  and  important  role  in  the  creative  policy-making  agenda  

and  consequently,  in  entrepreneurial  urbanism.  In  policy  mapping,  cities  like  Dubai  prove  

the  important  presence  and  role  of  the  state  as  a  vital  component  of  the  creative  

industries  and  urban  entrepreneurialism  discourse.  Perhaps  a  different  understanding  of  

the  state  is  necessary  when  it  comes  to  creative  city  policies,  one  that  encompasses  its  

capacity  to  invest  directly  rather  than  just  indirectly. 

     What  can  also  be  understood  via  the  comparison  of  the  policy-mappings  and  the  

main  case  study,  Turin,  is  that  other  cities  have  been  more  active  in  the  film  industry.  

The  financial  incentives  have  been  named  differently,  distributed,  and  used  in  different  

cities.  Also,  the  agencies  in  charge  and  the  political  involvement  are  rather  different  in  

each  and  every  case.  This  also  applies  to  other  aspects  like  marketing,  permits  and  

regulations,  and  networking.  What  comes  to  mind  after  going  through  all  these  reviews  

is  that  what  is  lacking  in  Turin  is  the  will  of  the  people  in  the  city,  like  city  officials,  
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experts  in  the  industry,  and  even  audiences,  to  pay  more  attention  and  have  a  more  

comprehensive  plan  for  the  industry.  As  mentioned  by  some  experts  in  the  interviews,  

there  has  been  no  communication  and  discussion  between  planners,  authorities,  and  

industry  for  a  better  use  and  presence  of  the  industry  in  the  city.  Also,  the  industry  

itself  should  plan  better  to  sustain  its  life  cycle  and  dynamics.  Research  and  Development  

is  a  key  factor  in  this  sense,  which  is  lacking  fundamentally  in  the  film  industry  of  

Turin  due  to  what  Turin’s  film  commission  director  says  to  be  “a  lack  of  funds”.  One  

last  point  in  the  comparison  that  catches  the  eye  is  the  challenge  of  identity.  Identity  in  

the  industry  is  a  goal  that  all  the  cities  in  policy  mapping  were  involved  in  pursuing  or  

sustaining.  Lack  of  identity  is  what  the  city  has  been  facing  since  the  deindustrialization  

and  seems  to  be  present  also  in  the  film  industry. 

     Another  important  theme  emerging  from  the  discourse  around  the  creative  city  is  the  

commodification  of  culture,  which  also  surfaces  in  the  case  of  Torino.  While  not  always  

explicitly  addressed  by  interviewees,  the  broader  cultural  strategy  of  the  city  reveals  traces  

of  this  trend.  Following  the  decline  of  its  industrial  base,  Torino  turned  toward  cultural  

and  creative  industries,  including  film,  as  a  means  of  economic  revitalization  and  image  

rebranding.  In  doing  so,  cultural  production  and  heritage  have  increasingly  been  framed  

as  marketable  assets.  This  shift  aligns  with  urban  entrepreneurialism,  where  neoliberal  

urban  policies  encourage  privatization  and  the  creation  of  competitive  city  images.  In  

Torino,  this  process  has  led  to  a  version  of  culture  that  is  often  curated,  branded,  and  

consumed  in  ways  that  serve  economic  goals,  attracting  tourists,  investors,  and  temporary  

creative  professionals.  As  a  result,  culture  becomes  an  intangible  commodity  shaped  by  

market  logic,  which  influences  both  its  accessibility  and  its  societal  meaning. 
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     One  of  the  important  downsides  of  urban  entrepreneurialism  is  regarding  the  

transformation  of  cities  into  enterprises  which  can  be  seen  through  the  neoliberal  nature  

of  entrepreneurial  urban  policy.  In  Turin’s  film  industry,  the  emphasis  and  role  of  

privatization  and  reduced  public  expenditure  is  undeniable  with  CRT  and  Compagnia  di  

San  Paolo  as  the  private  bodies  being  the  main  supporters  of  the  industry.  The  criticism  

of  the  extent  of  risk  undertaken  by  local  governments  and  the  increased  use  of  urban  

land  for  private  gain  is  incorrect.  Additionally,  the  evident  disparities  in  power  distribution  

between  the  public  and  private  sectors  have  a  direct  impact  on  the  political  dynamics  

of  the  city  and  resembles  the  city  as  an  enterprise  controled  by  these  private  bodies  

political,  economic  and  social  decisions. 

     Another  perspective  on  Turin’s  film  industry  can  be  understood  through  the  lens  of  

district  economies.  As  a  creative  industry,  film  production  relies  heavily  on  human  capital  

and  talent,  the  kind  of  concentration  Richard  Florida  refers  to  as  “the  cluster.”  By  

combining  the  concept  of  district  economies  with  the  specific  features  of  creative  

industries,  factors  such  as  spatial  concentration,  specialized  suppliers,  informal  networks,  

social  ties  and  proximity  among  firms  emerge  as  key  drivers  of  positive  externalities,  

efficiency,  and  innovation  within  creative  clusters. 

     In  Turin,  this  spatial  concentration  is  evident  both  in  the  clustering  of  offices  and  

studios  in  the  Aurora  neighborhood,  supported  by  the  Torino  Piemonte  Film  Commission,  

and  in  the  presence  of  cultural  events  like  the  Turin  Film  Festival  in  the  city  center.  

Another  crucial  factor  is  the  role  of  social  ties,  which  in  Turin’s  case,  can  be  understood  

in  terms  of  social  belonging.  Historically,  the  local  film  community  was  not  seen  as  part  

of  the  city’s  economic  or  cultural  core.  In  the  1980s,  groups  of  students  and  critics  
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gathered  informally,  often  dismissed  by  a  city  still  dominated  by  the  automobile  industry.  

This  grassroots  movement  gave  rise  to  the  Turin  Young  Film  Festival,  which  later  

evolved  into  its  current  form. 

     Even  today,  there  is  a  lingering  perception  that  the  film  industry  and  its  creative  

cluster  are  not  fully  recognized  as  legitimate  contributors  to  social  change  and  economic  

revitalization  which  might  be  a  perception  shaped  by  Turin’s  legacy  as  an  industrial  city  

under  the  dominance  of  FIAT.  This  may  result  in  Turin  being  less  socially  attractive  

both  for  outsiders  considering  moving  and  settling  in  the  city,  and  for  locals  seeking  to  

develop  and  nurture  their  creative  work  within  it. 

     The  city’s  historical  attitude  toward  the  film  industry  combined  with  the  often-

exclusionary  nature  of  creative  clusters  poses  a  challenge  for  Turin.  Ugo  Rossi  discusses  

how  creative  clusters  can  exclude  local  citizens.  However,  in  Turin,  the  situation  is  

somewhat  reversed:  the  film  creative  cluster  itself  is  perceived  as  an  outsider,  lacking  

grassroots  connections  within  the  city.  This  represents  a  unique  phenomenon,  contrasting  

with  the  typical  assumption  that  creative  clusters  emerge  organically  from  local  contexts. 
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Conclusion 

     This  dissertation  was  born  out  of  a  personal  passion  for  cinema,  which  evolved  into  

an  empirical  exploration  of  its  intersection  with  urban  governance  and  development.  This  

study  has  demonstrated  that  the  film  industry  plays  a  significant  yet  under-analyzed  role  

in  the  creative  city  discourse.  By  examining  ten  international  case  studies  and  conducting  

in-depth  research  on  Turin,  including  expert  interviews  and  policy  review,  this  study  has  

shown  that  film  too  is  increasingly  used  by  cities  as  a  strategic  tool  for  urban  regeneration,  

cultural  branding,  and  economic  diversification.  Specifically,  this  dissertation  has  shown  

that  the  creative  city  mantra  engages  the  cinema  industry  in  diverse  ways,  from  tax  

breaks  to  the  creation  of  governmental  bodies such  as  film  commissions,  the  development  

of  production  infrastructure,  targeted  location  marketing,  and  the  organization  of  festivals  

and  industry  events.  Policy  mapping  shows  that  these  measures  are  frequently  integrated  

into  wider  cultural  strategies,  aiming  not  only  to  attract  productions  but  also  to  stimulate  

local  employment,  foster  creative  clusters,  and  enhance  the  city’s  global  cultural  image.  

The  case  of  Turin,  explored  in  Chapter  4,  however,  offers  a  specific  example  of  how  

cinema  became  integrated  into  a  city’s  trajectory  in  the  post-industrial  era.  The  Turin  

case  also  indicates  that  while  cities  often  invoke  creative  city  narratives,  these  are  not  

always  matched  by  consistent  or  inclusive  implementation,  especially  concerning  the  film  

industry. 
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     In  the  case  of  Turin,  the  city  has  actively  embraced  creative  city  principles  in  response  

to  its  post-industrial  transformation.  Turin’s  strategies  to  reposition  itself  as  a  cultural  

and  cinematic  hub,  through  festivals,  institutional  support,  international  networks  (such  

as  UCCN),  and  infrastructural  investments,  reflect  an  entrepreneurial  approach  to  urban  

development.  These  efforts  have  been  shaped  by  a  combination  of  public-private  initiatives  

and  global  cultural  narratives.  Yet,  interviews  with  local  experts  and  stakeholders  revealed  

a  degree  of  ambiguity  between  symbolic  policies  and  actual  long-term  cultural  planning.  

While  Turin  has  succeeded  in  cultivating  a  film-friendly  environment,  the  prioritization  

of  city  branding  and  the  “student  city”  strategy  overshadowed  deeper  engagement  with  

this  creative  industry  at  the  level  of  policy  strategy.  The  interviews  were  also  informative  

in  that  they  revealed  a  relative  lack  of  awareness  and  information,  which  is  an  outcome  

of  the  disconnect  between  cinema  stakeholders  and  different  sectors  on  all  sides.  The  

city’s  case  illustrates  both  the  potential  and  the  limitations  of  using  film  as  a  lever  for  

creative  urbanism. 

     Ultimately,  the  key  argument  of  this  dissertation  is  that  cinema  should  be  recognized  

not  only  as  a  cultural  product  but  also  as  a  strategic  component  of  urban  

entrepreneurialism.  One  that  warrants  deeper,  more  context-sensitive  analysis,  even  when,  

as  the  case  of  Turin  shows,  the  integration  of  filmmaking  in  the  city’s  agenda  has  been  

ambivalent  and  inconsistent.  The  research  contributes  to  urban  studies  and  cultural  

planning  by  offering  an  empirically  grounded  case  that  moves  beyond  generalizations  of  

the  creative  city  and  situates  film  within  broader  political-economic  dynamics  of  post-

industrial  cities.  In  doing  so,  it  calls  for  greater  attention  to  how  local  contexts  shape  
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the  outcomes  of  global  urban  strategies,  to  further  study  how  sectors  like  the  film  

industry  can  simultaneously  serve  economic  goals  and  cultural  expression. 

     Possible  policy  implications  and  avenues  for  future  research  include  developing  more  

inclusive  and  participatory  cultural  policies  that  balance  economic  aims  with  cultural  value,  

creating  evaluation  mechanisms  to  assess  the  long-term  impact  of  creative  industries,  

particularly  film,  on  local  communities,  conducting  comparative  research  on  less  globally  

visible  film  cities  to  uncover  alternative  models  of  cultural  planning  and  investigating  the  

socio-spatial  consequences  of  creative  city  strategies,  such  as  gentrification  and  exclusion,  

particularly  concerning  creative  labor  and  access  to  cultural  production. 
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