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Resumen: El texto examina las potencialidades del turismo cinematografico en una gran ciudad como Madrid (Espafia). Se analiza
si existe una verdadera demanda, y si la ciudad cuenta con recursos suficientes para disefiar productos competitivos vinculados al cine.
Para ello se ha investigado la relacion que se da entre ciertas variables sociodemograficas, el conocimiento del cine rodado en la ciudad y
la propension a consumir turismo cinematografico. La conclusion es, que por el momento, no existe esa demanda, y que resultard dificil
construir productos turisticos vinculados al cine que se conviertan en un atractivo principal en la ciudad de Madrid.
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Abstract: This article examines the potential for film-induced tourism in a large city, in this case Madrid, Spain. The authors analyse
whether significant demand exists, and whether the city has sufficient resources to design competitive products linked to such tourism.
To this end, they investigated the relationship between certain sociodemographic variables, knowledge around films that feature the
city as a setting and the propensity to consume film tourism, etc. The conclusion is that, for the moment, there is no such demand, and
products designed to make cinema tourism a notable attraction in the city of Madrid will be difficult to build.
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I. INTRODUCTION tions. Also increasingly common is that, in
contrast to the traditional neglect shown by
producers for the potential touristic impact
of their films (Beeton, 2005), cities or te-
rritories, through public film commissions,

now compete to attract new production in

Cinema and tourism are among those ac-
tivities that have had the greatest economic,
cultural and social impact since the begin-
ning of the 20th century. Not surprisingly,
positive synergies have been fostered and
exploited in recent decades between these
two fields. Cinema is now used to create

order to capture not only the direct econo-
mic benefits of that activity but the subse-

tourism products, while destination mar-
keting offices (DMOs) use films — au-
diovisual products and their elements of
production (actors, directors, set locations,
etc.) — for the promotion of tourist destina-

quent effects of an enhanced destination
image (Connell, 2012; Gamir, 2015). The
result has been the progressive appearance
in recent decades of relatively consolidated
cinematographic tourist destinations.
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Urban film tourism has not attracted the
same scientific or economic attention as
rural and natural areas, possibly due to the
difficulty in differentiating flows and mo-
tivations, as well as the low economic and
social weight carried by film activity in des-
tinations that are already very complex and
diversified; still, ‘a large part of cinemato-
graphic production of the 20th and current
centuries has set as its scene urban spaces’
(Gamir, 2015, p. 256). This article seeks
to alleviate the relative neglect around this
topic, using a large city (Madrid) as a case
study. Along with a review of an already ex-
tensive bibliography, and subsequent theo-
retical reflections raised by the case at hand,
the specific objectives of this research are
as follows:

* Check whether there exists in the city of
Madrid any real tourist demand for con-
sumption of cinematographic tourism
products (and, if necessary, characterise
that demand).

* Analyse whether Madrid offers tourist
resources around cinematic themes, in
order to configure an offering of goods
and services sufficient to expand and di-
versify the city’s current supply.

+ Reflect on the potential of exploiting
films shot in Madrid to delineate or con-
solidate a touristic image of the destina-
tion, as the city currently lacks the clarity
of image that would allow it to position
itself more powerfully in international
tourism markets.
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II. LITERATURE REVIEW

The relationship between cinema and
tourism has not gone unnoticed by the so-
cial sciences in recent decades. This atten-
tion has resulted in extensive output, both
empirical (aimed at evaluating the impact
of film tourism on particular destinations)
and theoretical (addressing the phenomenon
from economic and sociocultural perspecti-
ves) (Connell, 2012). The theme has consis-
tently expanded, ranging from pioneering
works of the 1990s (Riley, 1994; Riley,
Baker & Van Doren, 1998; Riley & Van
Doren, 1992) focused on characterising the
tourist experience and analysing the impact
of film tourism, through omnicomprehensi-
ve approaches such as in Beeton (2005), to
more state-of-the-art overviews (Connell,
2012; Croy & Heitmann, 2011).

Much of the literature demonstrates a zeal
for conceptualisation. The phenomenon of
“film/ movie-induced tourism’ is generally
defined as ‘on-location tourism that follows
the success of a movie made (or set) in a par-
ticular region’ (Beeton, 2005, p. 9). To that
definition have been added complexities that
can affect both the motivating factors (films
as well as series, and other audiovisual pro-
ducts) and the activities carried out. In this
sense, the list now covers a wide range of
on-location activities, performed either at the
site of filming or in the place represented. A
still wider range of formats and attractions
includes specialised theme parks and orga-
nised tours to film locations, studios, places
connected to celebrities, festivals, premieres,
etc. (Beeton, 2005; Connell, 2012; Croy &
Heitmann, 2011; Rodriguez Campo, Fraiz
Brea & Alén Gonzalez, 2014).
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This defining interest and catalogue of
the tourist experience around cinema also
extends to the typologies of resources used
(Rodriguez Campo et al., 2014), but above
all centres on the tourist and his or her expe-
rience. The most discussed aspects are moti-
vations for tourism and the main or suppor-
ting role that the cinema represents in those
motivations (Beeton, 2005; Connell, 2012;
Kim & Richardson, 2003; Macionis, 2004;
Macionis & Sparks, 2009; Pires-Basafiez &
Ingram, 2013), leading to a generalised con-
clusion that so-called ‘purposeful film tou-
rists’ or ‘specific film tourists’ (highly mo-
tivated by cinema and seeking a profound
experience around it) remain a clear mino-
rity (Macionis & Sparks, 2009). Works that
have quantified tourists travelling to a des-
tination as influenced by film indicate that
such flows range between 4% (Maciones
& Sparks, 2009) and 9% (Beeton, 2010),
even in the successful and impactful case of
the Lord of the Rings saga, filmed in New
Zealand. The vast majority of tourists ins-
tead fall into the category of ‘general film
tourists’ (Macionis, 2004), who participate
in such activity but were not specifically at-
tracted to a given destination by its cinema-
tic value.

Consequently, a more pertinent question
for future study is whether cinema can be
considered a true tourist motivator, or at
least an intensifier of demand (Bolan & Wi-
lliams, 2008), or whether it is only a secon-
dary element (Croy & Heitmann, 2011) that
redirects tourists to certain resources and/or
products but does not attract them from the
outset (Macionis & Sparks, 2009; Mitchell
& Steward, 2012; Pires-Basafiez & Ingram,
2013).
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From the point of view of supply, the
most significant and debated issues focus on
the economic impacts generated, and on the
possibility of management so that film tou-
rism becomes sustainable economically and
over time (Connell, 2012). In this sense, Ri-
ley et al. (1998) questioned the claim that
cinema produces positive economic effects
via tourism, given the weak empirical bases
of prior case studies, and they called for new
evidence. More than twenty years later, this
may still be necessary; although numerous
case studies have appeared, these are scat-
tered and employ methodologies difficult
to compare, probably supporting the claim
that ‘vast overstatements are made’ (Croy &
Heitmann, 2011, p.190) around this topic.

Connell (2012) and Mitchell & Stewart
(2012) note in their works an increase in
visits following a premiere, but they recog-
nise that these are temporary, lasting two
years at most. On the other hand, there is
no shortage of positions disputing the abo-
ve, noting ‘an increasing body of evidence
to demonstrate longevity in film tourism
effects (...) thus film tourism does have the
potential to create a legacy’ (Connell, 2012,
p. 1024). Other authors cite positive im-
pacts on seasonality (Beeton, 2010; Bolan
& Williams, 2008) and on the rejuvenation
of the destination (Busby & Klug, 2001).

What is not completely clear from the
references analysed are factors that, beyond
popularity, might move a given film to beco-
me a driver of tourist attraction. As Beeton
points out, ‘it may be the plot, the charac-
ters, the setting, or the three that combine to
create a film experience of lasting importan-
ce’ (2005, p. 57). In many cases, spectacular
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settings or the highlighting of urban icons
promote interest and awareness about a
destination, and it has even been suggested
that ‘stereotypical geographical images per-
vade films in order to create desired emo-
tional responses’ (Connell, 2011, p. 1021).
On the other hand, some authors note that
‘locations need not to be beautiful, nor the
storylines positive, in order to attract visi-
tors’ (Riley et al., 1998, p. 932), also indica-
ting that not all types of films or genres have
the same capacity for impact (Beeton, 2006;
Marzal, 2016).

Several authors point out that empathy
with a particular story and characters allow
one to live a vicarious experience that leads
to interest in and identification with the
setting: ‘the plot and character, fundamen-
tal elements of drama, engage the viewer’s
imagination and empathy’ (Kim & Richard-
son, 2003, p. 221). This would explain the
touristic success of certain films with an ob-
vious symbolic connection to the place they
represent, such as Notting Hill, and it con-
nects with the notion posited by Riley et al.
(1998) and Beeton (2005) that icons can be
visual (as with urban or natural spaces) as
well as thematic or emotional. In this way,
and as occurs with literature, film tourism
becomes a postmodern cultural experience,
insofar as ‘the symbolic value of a product
(in this case, a landscape, place or setting)
often has greater appeal to the consumer
that the product itself” (Connell, 2012, p.
1013).

The relationships between cinema and
tourism promotion have been addressed in
the literature from two general perspectives.
The first, theoretical perspective is oriented
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to connections between the process of for-
mation of destination images and the use
that can be made of cinematographic ima-
ges for promotion, and also how this can in-
fluence the final image, and decisions made
on the part of the consumer. Second, from a
more applied approach, numerous case stu-
dies have highlighted the various strategies
followed by DMOs.

In addition to theoretical approaches that
point to the greater credibility of such desti-
nation images, because these have not been
specifically created for tourism marketing,
the differential impacts they may have on
the pre-visit and decision to travel have also
been considered (Hang & Wang, 2011; Kim
& Richardson, 2003). The viewing of a gi-
ven film increases awareness of the destina-
tion and can lead to a more conscious search
for information (Hang & Wang, 2011), but
above all, it allows the vicarious experien-
ce of said destination (Kim & Richardson,
2003) and expands the reasons for attrac-
tion.

Regarding more applied aspects, the bi-
bliography focuses on synergies that can be
established between DMOs and film pro-
moters. As noted, until recently film pro-
ducers tended to show no concern for the
tourism potential of their films (Beeton,
2005), although chances of success may be
greater if such collaboration is considered
prior to production of the film (Vagionis &
Loumioti, 2011). In this sense, the impulse
and change of tendency seems to have deri-
ved from the tourist institutions, which are
more and more ‘proactive in encouraging
producers to film in their locations, and then
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proactive in promoting the film location af-
ter release of the film (Hudson & Ritchie,
2006, p. 393).

In any case, prior to the transmitted ima-
ge of a destination, it is necessary to focus
on the filmed location. Indeed, ‘cinema is
a peculiar spatial form of culture’ (Connell,
2012, p. 1014) where space ‘is never neutral’
(Garcia Gomez & Pavés, 2014, p. 11) but is
an inherent part of the story. A location that
has consistently formed part of filmic his-
tory is ‘the city’ (Gémir, 2015), and often
‘the big city’, but references to this in the
literature on film-induced tourism are rela-
tively scarce. Analysis of some of the most
important recent works (Beeton, 2005; Con-
nell, 2012; Croy and Heitman, 2011) offers
many examples of case studies in rural or
natural spaces, or else analysis of the im-
pact of certain films or series in national or
regional terms. However, few studies have
focused on urban spaces, and even fewer on
large cities.

Beeton explains this mismatch between
the importance of the city to cinema and
the lack of attention paid by film tourism
by pointing out that this modality, in large
cities, ‘does not create the same level of im-
pact (positive as well as negative), owing
to population size, infrastructure, and site
hardening’ (2005, p. 109). Similar ideas
have been expressed by Croy & Heitman:
‘It seems that the most important effects [of
film-induced tourism] are produced in pla-
ces which had relatively low pre-film tou-
rist numbers and were relatively isolated
from other tourism-induced effects’ (2011,
p. 190). For their part, Busby & Klug note
that large urban centres are complex, ‘the
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influence of a movie simply being one of
several’ (2001, p.325).

In addition, in a large city as Madrid it
can be difficult to differentiate between the
behaviour of tourists and residents in rela-
tion to leisure consumption (Barrado, 2008
and 2010), to which the multiple motiva-
tions for a visit are added, rarely centring
on cinema. Croy & Heitmann go deeper
into these aspects, mentioning that in large
cities it is very difficult to dissociate tourism
experiences from prior images acquired by
tourists, so that ‘the role of film in tourist
motivations may therefore be difficult to de-
termine’ (2011, p. 193).

One aspect addressed in the literature
is the difference between films in which
the city goes unnoticed, or which present a
city in the abstract, as opposed to those that
make the city a protagonist, even including
its name in the title. In addition, among the
latter, there is the essential difference bet-
ween cities that possess and are capable of
transmitting clear and identifiable images
to all viewers, as opposed to those that do
not possess such. In fact, as pointed out by
Garcia Gomez and Pavés (2014), a common
way of presenting the city onscreen is me-
tonymically, through urban landmarks that
(in ideal cases such as the Eiffel Tower as a
representation of Paris) make references to
the city’s name redundant.

As pointed out by Riley et al. (1998), ur-
ban landmarks can become authentic icons,
whether abstract or tangible, which as a re-
sult of the success of a given film (and tou-
rism promotion) can become focal points of
tourist attraction. In any case, a significant
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difference must be drawn between certain
urban landmarks transformed into cine-
matographic icons which (like the Eiffel
Tower) were already recognised before, and
those spaces or urban elements that acqui-
red iconic status only after having appeared
in one or more movies.

III. METHODOLOGY

The objectives of this work have been
pursued through a case study methodology
chosen to allow observance of the comple-
xity of a large urban tourist destination such
as the city of Madrid. As Beeton (2001)
points out in a similar work, large urban
tourist destinations are difficult to analyse
by way of other experimental and/or scien-
tific methods of research used in the field of
tourism.

In order to obtain primary information, a
structured survey was conducted in Madrid
between 3 and 12 July 2016 (a period of
maximum tourist influx); about 400 visitors
were surveyed, 50% of whom were domes-
tic tourists and 50% foreign. The method
of random sampling was applied in several
strategic tourist zones of the city (the Prado
and Thyssen museums, the Plaza Mayor and
Plaza de Oriente, Callao and Chueca, and
Puerta del Sol). The sample guarantees 95%
reliability with a maximum error of 0.05 in
the estimates made for the different qualita-
tive variables included in the questionnaire.

The data were collected by means of an
electronic questionnaire in English and Spa-
nish by way of digital tablets, administered
by previously trained interviewers. The
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questionnaire was designed to gather infor-
mation about the socioeconomic profiles of
the visitors, the organisation of the trip, as-
pects related to the knowledge of films shot
in Madrid and the identification of areas and
icons transmitted in such films, as well as
the actual and potential consumption of tou-
rism products linked to cinema.

With the resulting information, descripti-
ve statistics were generated of the sociode-
mographic variables and the trip characteris-
tics of the respondents. Likewise, bivariate
techniques such as Spearman correlation
and contingency tables were applied to
identify possible patterns of interest in the
practice of film tourism in urban destina-
tions such as Madrid. Aspects analysed
were the following: the valuation granted to
the existence of an offering of cinematogra-
phic tourist activities and products in large
metropolitan areas; the degree of associa-
tion of urban spaces with scenes from films
shot therein; the influence that knowledge
of films made in the city might have on the
decision to travel to that destination; and
the willingness to consume tourist products
linked to the cinema, which could ultima-
tely have an effect on the volume of tourists
that the destination receives.

All this information was complemented,
during the months of January and February
2017, with a series of personal interviews
by way of a semistructured questionnaire
given to: various public actors (from the
‘Madrid Destino’ DMO and the film com-
mission of the regional government); agents
of relevant private film and tourism sectors
(managers of three tourism travel agencies
operating in Madrid, film producers and the
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president of the Association of Audiovisual
Production Professionals); and an expert in
tourism and guide for the Almodovar cine-
ma route in Madrid. These interviews were
conducted in order to deepen knowledge of
the reality of film production, the influence
of cinema on urban and tourist images and
the current situation of film-induced tou-
rism in Madrid.

IV.MADRID: A POSSIBLE FILM
TOURIST DESTINATION?

Madrid, the third most populous city in
the European Union, brings together a va-
ried set of tourist resources that allow the
development and consumption of numerous
tourist typologies (heritage and cultural,
sports, fair- and congress-related, gastro-
nomic, business and shopping), thus repre-
senting a mixture of modernity, culture and
tradition as well as a benchmark in interna-
tional tourism. In fact, Madrid is ranked the
sixth tourist city in Europe (European Cities
Marketing, 2017), with more than 17.8 mi-
llion overnight stays, and fourteenth among
the top 20 international destination cities in
terms of overnight visitor spending (Glo-
bal Destination Cities Index, 2016), ahead
of such cities as Hong Kong, Sydney, San
Francisco, Munich or Berlin, with an annual
expenditure by tourists of more than US $8
billion.

The visitor profile in Madrid is charac-
terised by adults (age 36 to 55) and young
people (age 18 to 35), and by professio-
nals with medium or high income levels,
whether travelling as a family, as a couple
without children or in groups of friends
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seeking leisure, cultural heritage and gas-
tronomy, and with an average stay of about
two nights. In 2017, the city received more
than nine million travellers in commercial
tourist accommodations, concentrated in
the high season from April to September.
Madrid is a destination that attracts both
domestic (46%) and foreign (54%) tourists,
the latter mainly from the EU (the UK, Italy,
France and Germany), America (Argentina,
Mexico, Brazil and the US) and Asia (China
and Japan) (National Institute of Statistics
of Spain, 2018).

IV.1.Madrid in the cinema and its
tourist projection

The city of Madrid, in comparison with
other major capitals, has gone relatively un-
noticed by international cinema in recent de-
cades. However, many well-known national
directors have filmed there, including Oscar
winners José Luis Garci (1982), Fernando
Trueba (1983), Pedro Almodovar (1998 and
2002) and Alejandro Amendbar (2004). In
the 20th century, Madrid welcomed many
international directors of stature, including
Orson Welles, David Lean, Sergio Leone,
Richard Lester, Nicholas Ray and Franklin
Schaffner, as well as Steven Soderberg, Jim
Jarmusch and Terry Gilliam in the current
century. However, with significant excep-
tions, Madrid is not easily recognisable in
the work of these or other directors — in
a great many classic films, Madrid serves
to reflect other urban realities, or indeter-
minate cities where the action takes place.
In very few cases is Madrid expressly iden-
tified in films of international repute, as in
The Bourne Ultimatum by Paul Greengrass.
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When asked about the presence of Ma-
drid in cinema, all agents interviewed cited
multiple examples where interesting repre-
sentations of exteriors appeared in filmic
and urban terms, but with a clear consensus
that cinematic representations of the city’s
most iconic and symbolic areas remain few.
So far, the cinematic image of the city has
not been consolidated, and even less has it
been applied to commercialisation of Ma-
drid as a destination. Furthermore, the diffi-
culty of filming in the streets of Madrid is
significantly high; broad avenues that might
yield urban images linked to modernity
(Gran Via or La Castellana) or else zones
of particular beauty in the historical centre
(the Las Letras or Austrias neighbourhoods)
have been discounted by producers not so
much for economic reasons but due to ad-
ministrative and logistical difficulties.

These difficulties, together with the lack
of elements or landscapes clearly recogni-
sable at the international level, which might
act metonymically as a representation (Gar-
cia Gomez & Pavés, 2014), have limited
Madrid to few great productions of inter-
national repute. And yet the versatility of
this destination, along with the quantity and
quality of workers in its audiovisual sector,
has driven its supplementary use, as compa-
red to other cities (Gamir, 2015). The result
is that few spectators, least of all interna-
tional ones, are able to recognise filmed lo-
cations and icons as belonging to Madrid.
Thus any possible offering of film tourism
would attract only the most specialised tou-
rists, and not those who seek to recognise
(and see themselves in) familiar and sym-
bolic settings.
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This limited symbolic presence of Ma-
drid contrasts with the considerable weight
of its film industry. Within greater Madrid
are more than 1,500 companies linked to
audiovisual activity, producing nearly 4%
of regional GDP and generating 24,000 jobs
(Hosteltur, 2016a). These figures reveal
both the importance of film production and
the probable direct and indirect benefits ge-
nerated within the territory, and they could
be taken as documenting subsequent indu-
ced effects via tourism (Riley et al., 1998).

Among recent actions carried out by the
regional government to promote the film in-
dustry is Law 4/2014 (21 December), which
provides for: exemption from fees for the
occupation of public domain spaces in film
and television series shoots; an informative
website; a catalogue of locations (with pho-
tos and videos of spaces seen as suitable or
likely for filming); and creation of the ‘Film
Madrid’ promotion office.

For its part, the municipal government
of Madrid, aware of the importance of film
production to promoting the city’s ima-
ge (authorising 9,575 shoots in 2015), has
presented new plans to promote the audio-
visual sector. This includes tripling the bud-
get for attracting film and series production
and creation of the Film Office (in Sept-
ember 2017), in charge of managing local
shoots and municipal film policy (Hosteltur,
2016b). In addition, there appears to be a
clear commitment to promoting film tou-
rism in the city, insofar as this film commis-
sion is linked to the ‘Madrid Destino’ DMO.
That organisation has been developing con-
tent related to the city in cinema, currently
visible in the touristic route known as ‘A
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Walk through the Madrid of Almodoévar’
(see www.esmadrid.com/madrid-de-almo-
dovar), which escorts visitors through the
streets, squares and parks of Madrid to ap-
preciate film locations and other sites asso-
ciated with that well-known Spanish direc-
tor.

In any case, it seems that the scope for
institutional and business activities to en-
hance synergies between the film industry
and tourism remains very broad. While Ma-
drid is home to a very high percentage of
national productions, as well as the nation’s
audiovisual sector, the city cannot yet claim
powerful cinematic images for prospective
promotional use. According to the inter-
views conducted, the film industry itself is
willing to promote, as far as possible, any
impact that its output may bring to genera-
ting and consolidating an image of the city.
The assumptions that film producers are not
interested in secondary impacts (Beeton,
2005), or that the collaboration tends to be
spearheaded by tourist and film promotion
agencies (Hudson & Ritchie, 2006), do not
appear to be entirely true in the case at hand.

IV.2. Perception of potential consumers

The socioeconomic profile of the sam-
ple of surveyed tourists presents a distri-
bution without significant differences in
age groups or the gender variable, although
men predominated (61%) compared to wo-
men, due to the way in which the sample
selection was made. Regarding the origin
of tourists, 29% were from countries of the
European Union, mainly from places that
traditionally opt for Spain and Madrid as
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tourist destinations (Germany, the UK, Italy,
France), along with a significant number of
Portuguese and Greeks. Among non-EU
tourists, those from Ibero-American coun-
tries (particularly Mexico), Japan, Russia
and China were predominant, with all these
groups gaining importance in recent years.
Among Spanish tourists, twelve of the se-
venteen autonomous communities (regions)
were represented, most notably Andalusia
(34.5%), Castilla-La Mancha (17.5%) and
Catalonia (14.5%).

More than half of visitors surveyed had
attended university, 17.5% claimed pro-
fessional training, the same proportion had
completed primary studies and the remai-
ning 13% had completed secondary school.
The relative weight of women at the pri-
mary level was higher than that of men, who
accounted for a higher proportion at the
university level. Sixty percent (mostly men)
were employed, 27.5% were retired and just
12.5% were unemployed, a higher propor-
tion being women. Their professions were
very mixed: computer scientists, students,
civil servants, doctors, businesspeople, bank
employees, professors and waiters, among
others; the highest among occupations was
homemaker (at 19.5%).

This was the first visit to Madrid for
58%, mostly in the case of foreign tourists
(EU 47%, elsewhere 34.5%); 16.8% had vi-
sited the destination more than seven times
(mostly Spaniards, 95%). Visitors were sta-
ying in Madrid three to four days on ave-
rage (53%), whether in hotels (73.5%) or
at friends’ houses (14.5%), and only 12%
were not sleeping within the city. The daily
expenditure of those surveyed ranged from
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over €250 (35%), especially for those from
the EU, to as low as €100, with Spanish tou-
rists most often spending up to €150 per day
(80%). The reasons for visiting were many,
including leisure and relaxation (16.8%),
visits to family and friends, shopping, busi-
ness, urban culture and others; the combina-
tion of leisure and relaxation, shopping and
urban culture ranked highest (24.3%).

The vast majority (92.5%) had not con-
sumed activities or tourist products linked
to the cinema, confirming that film tourism
in Spain remains very minor (Millan, Gar-
cia & Diaz, 2016; Oviedo-Garcia, Caste-
llanos-Verdugo, Trujillo-Garcia & Mallya,
2016). Of those who had previously consu-
med some product of film-induced tourism
and therefore claimed some knowledge of
such experience, the cities of Barcelona and
Sevilla were most mentioned at the national
level, and New York at the international le-
vel. There were also references to this type
of experience in small and medium Spanish
cities, including Cadiz, Almeria and Llanes.

Just 1.3% of the total number of res-
pondents indicated that film tourism was a
motivation for visiting Madrid, but not the
main motivation, confirming what has been
indicated by most of the literature on this
subject (Busby & Klug, 2001; Croy & Heit-
mann, 2011; di Cesare, D’Angelo & Rech,
2009; Macionis & Sparks, 2009; Oviedo-
Garciaetal., 2016; Pires-Basafiez & Ingram,
2013). Still, despite this low consumption,
94% considered this type of product quite
interesting, and 97% would consume it if it
existed. Therefore, the vast majority of visi-
tors to Madrid would fall into the category
of potential ‘general film tourists’ wishing
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to participate in film tourism activities du-
ring their stay (Macionis, 2004).

Movies shot in Madrid represented a
minor proportion of motives for travel to
the destination, given that only 35% of the
respondents claimed any knowledge of the
films shot in the city. Among those most
noted were La flor de mi secreto by Pedro
Almodovar (24.6%), El dia de la bestia by
Alex de la Iglesia and Las chicas de la cruz
roja by Rafael J. Salvia (15.2% each), as
well as Abre los ojos by Alejandro Amena-
bar, La gran familia by Fernando Palacios
and Rafael J. Salvia, the Torrente series and
La Comunidad by Alex de la Iglesia and The
Bourne Ultimatum by Paul Greengrass. All
these films make clear to the viewer that all
or part of the story takes place in Madrid, so
that icons and places are identified with the
destination and could conceivably genera-
te a motivation for the visit. Also, a smaller
proportion or respondents (20.5%) claimed
some knowledge of directors who have fil-
med a significant portion of their works in
Madrid, especially those mentioned above:
directors Pedro Almodovar (73%), Alex de
la Iglesia (16%) and Alejandro Amenabar
and actor Santiago Segura (<5%).

One-third of visitors claimed to recog-
nise icons and urban spaces in Madrid that
have appeared in cinema, including the area
around the Plaza Mayor (25%), the lighted
Schweppes advertisement atop the Carrién
building in Callao-Gran Via (16%) and Re-
tiro Park (10%); similarly, the group formed
by Plaza de Cibeles, Plaza Mayor, Puerta
de Alcald and Parque del Retiro (16%) was
also identified. A significant number of the-
se locations are among those most seen in
films and most visited by tourists in Madrid.
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Therefore, despite sufficient resources,
Madrid does not appear to project such a
clear identity through any emblematic icon
or symbol, as often occurs in other urban
tourist destinations (Paris and the Eiffel
Tower, London and Big Ben and the Hou-
ses of the Parliament, etc.). The promotion
strategies implemented by the regional and
municipal administrations in Madrid thus
present a certain instability and lack of in-
novation when projecting a solid image and
identity into the mind of the tourist consu-
mer. As a result, a heterogeneous image and
a multifaceted identity have been fostered,
capable of satisfying varied tourist expecta-
tions but not creating a clear differentiation
from similar destinations, nor any singular
‘Madrid brand’ (Mejia-Lopez, 2015). This
lack of self-identity may in turn have in-
fluenced the ongoing change of tactics in
terms of promotion.

The particular films and scenes mentio-
ned by respondents have depicted perfectly
recognisable areas of Madrid, identifying di-
verse places and icons such as the Gran Via,
the luminous Schweppes sign, the Plaza de
Cibeles and the Puerta de Europa in Plaza
Castilla (two leaning skyscrapers known as
the KIO Towers). All these places might ge-
nerate interest in the viewer for a probable
visit to Madrid. However, one or two clear
elements capable of representing the whole
of Madrid cannot be identified metonymica-
lly, let alone to international spectators.

As mentioned, as a result of knowledge
of movies filmed in the city, 97% of tourists
claim potential interest in consuming film
tourism, if such were offered — in particu-
lar, guided walks or tours highlighting the
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films of the 1950s and the so-called come-
dia madrileria (70%), or Pedro Almoddvar’s
Madrid (15%).

V. IMPLICATIONS FOR THE
MANAGEMENT OF FILM
TOURISM

To assess the possible relationships of
certain sociodemographic characteristics of
tourism demand with knowledge of cinema
shot in Madrid and with the consumption of
film tourism products, the Spearman coeffi-
cient (see table 1) and the x? test (see table
2) have been calculated.

The results (table 1) show an average in-
verse relationship between the level of stu-
dies of the respondents and their ability to
identify films shot in Madrid and the urban
spaces represented within them (places and
icons). This leads us to consider that persons
with a university education are not always
among those who best recognise places and
icons appearing in films, or who have an ex-
tensive knowledge of films made in the city.
Such knowledge appears to be more a mat-
ter of interest in cinema than of academic
training. In addition, the various levels of
studies exhibit little or no difference when
evaluating film tourism activities and pro-
ducts; therefore, from this perspective, film
tourism is not an elitist form of tourism.

The agencies responsible for the promo-
tion of the tourist destination should consi-
der this when designing and proposing to
offer such products and activities, aiming
at moviegoers and at a more generalist po-
tential demand. The great commercial suc-
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Table 1
Results of the intensity and meaning of the Spearman
correlation between selected variables

IDENTIFICATION
LEVEL MOTIVE FILM URBAN SPACES IN
STUDIES VISIT VALUATION MADRID IN MADRID WITH MOVIES OR
DIRECTORS

Level of studies 1
Motive for visit .029 1
Film tourism valuation .016 .004 1
Identification: movies s s
filmed in Madrid ~462 A1 306 !
Identification: directors s
who have filmed in Madrid -056 157 169 633 !

** Correlation is significant at the 0.01 level (bilateral)

cesses and spectacle films with clear con-
nections to a certain space generate more
tourist attraction, which is not necessarily
associated with an intellectual or elitist pu-
blic with high levels of education.

Neither does the reason for the visit mani-
fest a significant relationship with any of the
selected variables. This would indicate that
films shot in the destination do not at this
point constitute a motivation that will attract
tourists to Madrid, and this seems consistent
with the abovementioned reduced role of
the city in cinema, from a symbolic point of
view, and the scant use of images or filmic
strategies on the part of Madrid’s DMOs.

However, these findings indicate a pos-
sible field of action for the promotion of
tourism (film-related or not) in Madrid.
Although no connection is found between
motivation for the visit and knowledge of
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the cinema, there is indeed a certain positive
relationship between the valuation of tourist
activities linked to cinema and knowledge
of films shot in Madrid, and the urban space
present within them. The use of cinema as a
promotional strategy could lead to tourism
and consumption of such products for a sig-
nificant portion of the tourists who already
visit the city, thus contributing to diversifi-
cation of the destination’s tourism offerings.

Clearly, the highest positive relations-
hips (table 1) occur between knowledge of
cinema shot in the city (list of films and film
directors) and the ability of tourists to con-
nect remembered scenes of filmic signifi-
cance with Madrid’s urban space, especially
if that space has a certain iconic capacity.
All this would indicate that a film shot in
a certain urban space, especially as a loca-
tion for action, leaves a visual imprint on
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the spectator. Therefore, urban images, if
well chosen, could trigger the generation of
greater interest in touristic visits (Bolan &
Williams, 2008; Busby & Klug, 2001; Cam-
prubi & Coromina, 2016; O’Connor & Bo-
lan, 2008; Russell, 2002), and this would be
true to an even greater extent if the locations
were explicit and had both narrative signifi-
cance and symbolic capacity.

In addition, this high positive relations-
hip suggests that the majority of potential
consumers of film tourism in Madrid would
be tourists with the ability to recognise both
(the film shot in Madrid, and Madrid’s urban
space); that is, tourists and nationals who
have visited the city on other occasions.
The only way to interest international tou-
rists in such products would be by way of
films or directors of international recogni-
tion who maintain a clear relationship with
Madrid’s urban space, such as Pedro Almo-
dévar. Even so, generalist tourists familiar
with this director would not necessarily be

interested in touristic enjoyment of the spa-
ces reflected in his films, except those who
may be avid moviegoers.

In the group of respondents claiming
to have practised film tourism in the past,
numbering only 30 (7.5%) of 400, the x* test
(table 2) confirms a dependency relations-
hip between the consumption of tourist pro-
ducts linked to cinema and variables such as
age, occupation and current professional si-
tuation, number of visits made, daily tourist
expenditure, reason for the visit and level
of studies. On the contrary, an independent
relation is observed between the valuation
granted to film tourist activity and the inten-
tion to visit Madrid if this type of product
were offered.

The consumers who most preferred pro-
ducts and activities linked to cinema were
younger tourists (70% were under age 21)
who were employed (93%), with a daily
expenditure of under €200 (87%) and who

Table 2
Consumption of cinematographic tourism products and
sociodemographic characteristics and opinions

CHARACTERISTICS VALUE OF »? SIGNIFICANCE
Valuation of tourist activities linked to cinema 4.524 0.340
Age 37.622 0.000
Level of studies 9.922 0.019
Number of visits 36.919 0.000
Daily expenditure 25.472 0.000
Current professional situation 15.808 0.000
Reason for visit 33.774 0.000
Would visit Madrid for tourist activity linked to the cinema 4.891 0.087
Estudios Turisticos n.’ 220 (2° S 2020) 127
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were repeat visitors to the destination (67%
more than four times), whether to be with
friends and family members or for leisure
and relaxation (57%). Although these tou-
rists valued this type of offer positively
and considered it a potential motive, in no
case was the practice of film tourism a de-
termining factor, since similar interest was
perceived among those who did not consu-
me such tourist products.

From this analysis, it can be inferred
that a large segment of visitors were not cu-
rrently aware of any existing offer of film
tourism in the city of Madrid. Thus any fu-
ture design should be differentiated accor-
ding to factors such as age, level of studies
and daily expenditure, not forgetting to
emphasise certain activities for tourists visi-
ting the destination for the first time. Diffe-
rentiation of Madrid’s film tourism poten-
tial, accompanied by wider dissemination
and commercialisation campaigns through
the destination marketing offices of the Ma-
drid regional government and City Council
of Madrid, could stimulate demand for such
products, particularly among those visitors
who do not currently practice film tourism
in Madrid.

VI. CONCLUSIONS

The initial objectives of this work fo-
cused on analysis of the potential for film-
induced tourism in a large city like Madrid,
which receives a significant number of tou-
rists and is also home to a major film indus-

try.

The main conclusion to be drawn is that
currently there exists no real demand for
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film tourism in Madrid, nor does this des-
tination have a sufficiently powerful and
iconic film image that may be developed in
the near future. This is despite the fact that
those visitors surveyed expressed positive
opinions about this potential tourist modali-
ty, and that a significant volume of films and
series are shot in the city, featuring some of
Madrid’s most representative urban spaces.

As the literature attests, the starting point
for the successful development of this type
of product will be knowledge of films pre-
viously shot in the city, on the part of the
tourists, and (above all) the city’s symbolic
and iconic capacity. From the survey it can
be deduced that, despite the large number of
films and series shot in Madrid, its symbo-
lic impact remains small, except in the case
of certain very specific directors and films.
The effects indicated in the bibliography re-
ferring to pre-visit interest as motivated by
cinematic image, together with the develo-
pment of a vicarious urban experience that
may incite travel to the destination, are limi-
ted in the case of Madrid.

One outstanding conclusion derived
from the answers obtained (from both tou-
rists and the experts consulted) is that Ma-
drid lacks a clear touristic image, which for
various reasons the many films shot in the
city have been unable to. Madrid has not
enjoyed that virtuous circle that has occu-
rred in other large cities between genera-
list urban icons and cinematic urban icons,
which in tourist marketing campaigns and
in cinema can come to metonymically re-
present the city in question and motivate a
visit with the purpose of seeing oneself in
those recognised places.
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From the reviewed bibliography emer-
ges the idea that a film is a virtual brochu-
re, which may entail a series of advantages
when dealing with images created outside of
tourist advertising. Interviews with experts
in the film industry and with the tourism
sector lead us to conclude that it remains
possible to move forward in this direction.
Despite claims in the literature that film pro-
ducers (or the film industry in general) care
nothing of tourism or the image effects their
films (Beeton, 2005), this does not appear to
be the case in Madrid. The city’s film indus-
try is indeed interested in coming to agree-
ments with film commissions and DMOs to
enable the use of cinematic images for the
promotion of tourism, perhaps in exchange
for production facilities. In particular, shoo-
ting more films in the most symbolic spaces
of the city could affect Madrid’s visibility
and, consequently, its potential to attract
tourism.

Without progress along these lines, it
would be difficult for film tourism to attract
new segments to the city. Spanish cinema
and Madrid cinema in particular have at
present little impact on tourist flows, given
their limited international projection, with
notable exceptions. In addition, as much of
the literature points out, and based on the
survey conducted for this work, potential
‘purposeful film tourists’ or ‘specific film
tourists’ are a clear minority (Macionis &
Sparks, 2009). Even cinematographic pro-
ducts based around the figure of an inter-
nationally known director such as Pedro
Almodévar, who has developed a large part
of his career in Madrid, would have a small
quantitative impact.
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This study has moreover contributed to
advancing knowledge around the interest
for film tourism in terms of certain sociode-
mographic variables — an aspect that is not
very present in the specialised bibliography,
especially in cases focused on large cities.
Within the framework of tourism policies,
this research can help in the design of at-
tractive film products and promotion stra-
tegies for specific segments. One possible
source of growth for this type of product in
large urban destinations would be to include
it in the leisure and entertainment offerings
to the local population (Kim and Richard-
son, 2003).

Still, there remain certain aspects of
scientific and practical interest to film tou-
rism that this work has not fully addressed.
Among these would be advancement of the
knowledge around the motivations of visi-
tors who consume film tourism in large ci-
ties. In such destinations, the filmed image
and its related products are only one small
facet of an immense number of complex and
interrelated stimuli. The minimal number of
actual film tourists identified in our research
has not allowed us to move forward in this
regard.

Another important field of study would
be to explore the reasons why certain highly
recognised films in a certain destination be-
come drivers of tourism. This could be sig-
nificant for large cities — complex places
where many and diverse films tend to be
shot.

Finally, and with a more applied pers-

pective, it would be worthwhile to identi-
fy areas of collaboration between the film
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industry, film commissions and tourism
stakeholders, in order to design a joint ci-
nema-and-tourism policy. The roles that the
private sector and public administration can
play in facilitating production in urban en-
vironments and boosting the touristic use
of cinema should be studied, and a friendly
environment should be fostered in which to
advance such measures as: facilitation of
the use of urban spaces for filming; reduc-
tion of fees to be paid; returns to the admi-
nistration; and the subsequent use of certain
images in joint promotional campaigns.
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