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GLOSSARY OF KEY TERMS 

Automatic incentives are those in which if a production meets the minimum requirements set 
by governing body of the incentive, they will automatically receive the incentive based on a 
first come first serve basis. 

Cap is the budgetary limit to which an incentive will pay out. For example, the Norwegian 
incentiveȭÓ cap is based on how much the Norwegian government is willing to fund the 
incentive in the current year. 

Cost-Benefit Analysis (CBA) is a method of economic evaluation that compares the 
social/public welfare costs and benefits which arise from a number of different policy options. 
It measures both costs and benefits of an intervention in monetary terms. 

Cumulative results are results that have been summed across a number of different years.  

Direct impacts of the economic uplift in terms of the output, value created (GVA) and jobs 
within the film and television firms resulting from the increase in production expenditure. 

Full-time equivalent (FTE) jobs is a consistent measure of employment that accounts for part 
time and full-time working patterns and temporary or contract-based workers. This is based 
on a year-ÒÏÕÎÄ ÁÎÄ ȬÐÅÒÍÁÎÅÎÔȭ ÄÅÆÉÎÉÔÉÏÎ ÏÆ &4% ÊÏÂÓȢ 4ÈÉÓ ÍÅÁÎÓ ÔÈÁÔ ÉÆ ÏÎÅ ÐÅÒÓÏÎ ÉÓ 
working full time on a three-month contract, this would be counted as 0.25 job. SPI adopt this 
approach as it enables comparison across industries and countries. 

Gross Value Added (GVA) is a measure of the value that is created by economic activity. It is 
the difference between gross output and intermediate inputs; at a national level, it aligns to 
Gross Domestic Product (GDP). 

Indirect impacts of the economic uplift in terms of the output, value created (GVA) and jobs 
effects observed in sectors that supply goods and services into the film and television 
production sector. 

Induced impacts of the economic uplift in terms of the output, value created (GVA) and jobs 
supported by those working in film and television production activity and supply chain 
spending their wages in the economy.   

Net Present Value (NPV) is the difference between the present value of the benefits to the 
present value of the costs. It is the present value as a discount rate has been applied. When a 
NPV is positive the benefits outweigh the costs. 

Nominal results are those presented in the price year that correspond to the data year.  

Output  in economics is a measure of the results of an economic process available for sale or 
use elsewhere and is a measure of activity. 

Real results are those presented in a constant price year (e.g. 2022 prices) to adjust for 
inflation. 

Return on Investment (ROI) is a ratio of the net cost of the incentive (total incentive net of 
direct tax receipts) with the GVA impact effects. It is a measure of GVA return per NOK 
invested. 
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1. EXECUTIVE SUMMARY 

1.1. Study Overview 

In September 2022, international screen sector consultancy OlsbergɆ30) ɉȰSPIȱɊȟ ÉÎ ÐÁÒÔÎÅÒÓÈÉÐ 
with Proba 2ÅÓÅÁÒÃÈ ɉȰProbaȱɊȟ ×ÁÓ ÃÏÍÍÉÓÓÉÏÎÅÄ ÂÙ ÔÈÅ .ÏÒ×ÅÇÉÁÎ -ÉÎÉÓÔÒÙ ÏÆ #ÕÌÔÕÒÅ ÁÎÄ 
%ÑÕÁÌÉÔÙ ɉȰMOCȱɊ ÔÏ ÕÎÄÅÒÔÁËÅ Á ÓÏÃÉÏ-economic assessment of the Norwegian film and series 
production incentive ɉÔÈÅ ȰStudyȱɊȢ  

The broad assessment also considers ÔÈÅ ÉÎÃÅÎÔÉÖÅȭs economic, reputational, and cultural 
impact, as well as wider impacts on Norwegian film and television workforce and industrial 
supply chain. Where appropriate, these elements are drawn together into a cost-benefit 
ÁÎÁÌÙÓÉÓ ɉȰCBAȱɊȟ ×ÉÔÈ Á Ȭ0ÌÕÓ--ÉÎÕÓȭ ÁÎÁÌÙÓÉÓ ÁÌÓÏ ÐÒÅÓÅÎÔÅÄ ÔÏ ÏÖÅÒÃÏÍÅ ËÅÙ ÌÉÍÉÔÁÔÉÏÎÓ ÏÆ ÔÈÅ 
CBA. 

1.2. Context of Study 

Governments around the world are increasingly paying particular attention to the film and 
television sector, with global production expenditure at near record levels. The growth curve 
is expected to flatten in the short term, yet forecast to grow thereafter.  

The film and television production sector is increasingly recognised as a key component of 
economic growth strategies. Related activity delivers economic value through the large 
amount of spend that can be rapidly injected into an economy through a large supply chain. 
The sector also creates highly skilled, highly paid, mobile employment, with a diverse range of 
ÒÏÌÅÓ ÔÈÁÔ ÏÆÔÅÎ ÄÏÎȭÔ ÒÅÑÕÉÒÅ Á ÕÎÉÖÅÒÓÉÔÙ ÄÅÇÒÅÅ ÔÏ Áccess. Such value is achieved while also 
typically delivering an attractive economic return on public investment. 

There are also wider social and cultural benefits of film and television production. These 
include using film and television production as part of national branding and leveraging 
ÄÅÐÉÃÔÉÏÎ ÏÆ Á ÃÏÕÎÔÒÙ ÏÎ ÓÃÒÅÅÎ ÔÏ ÁÔÔÒÁÃÔ ÉÎ×ÁÒÄ ÉÎÖÅÓÔÍÅÎÔȟ ÔÒÁÄÅ ÐÁÒÔÎÅÒÓÈÉÐÓ ÁÎÄ ȬÓÃÒÅÅÎ 
ÔÏÕÒÉÓÍȭȢ &ÏÒ ÅØÁÍÐÌÅȟ ÇÌÏÂÁÌ ÁÕÄÉÅÎÃÅÓ ÈÁÖÅ ÂÅÅÎ ÁÂÌÅ ÔÏ ×ÁÔÃÈ ÄÅÐÉÃÔÉÏÎÓ ÏÆ ÃÏÎÔÅÍÐÏÒÁÒÙ 
Norwegian life, as well as placesȟ ÅÖÅÎÔÓȟ ÁÎÄ ÆÅÁÔÕÒÅÓ ÏÆ ÇÒÅÁÔ ÓÉÇÎÉÆÉÃÁÎÃÅ ÔÏ .ÏÒ×ÁÙȭÓ ÈÉÓÔÏÒÙ 
and heritage. 

Film and television production incentives are a proven, key policy lever to stimulate 
production activity  through attracting inward investment from international productions, as 
well as serving to stimulate domestic production activity. There are currently more than 100 
active automatic incentives across the globe, including 54 at the national level. 

1.3. The Norwegian Film and Series Incentive 

The Norwegian film and series production incentive is managed by the Norwegian Film 
)ÎÓÔÉÔÕÔÅ ɉȰNFIȱɊ ÏÎ ÂÅÈÁÌÆ ÏÆ ÔÈÅ -/#Ȣ Applicants are assessed against specific criteria related 
to eligible expenditure and production protocols.  

The aims of the Norwegian film and series production incentive focus around boosting 
large international production, stimulating growth  and providing opportunities for the 
workforce to develop. In addition to these economic and industrial aims, the incentive also 
aims to promote Norwegian culture, identity, history, and nature. 

The current incentive allocation varies each year, depending on the overall budget limit 
(currently NOK 100 million) and the existing commitments. There is a misconception in the 
indÕÓÔÒÙ ÔÈÁÔ ÔÈÅÒÅ ÉÓ Á ./+ ΧΦΦ ÍÉÌÌÉÏÎ ÂÕÄÇÅÔ ÌÉÍÉÔ ÔÈÁÔ ×ÏÒËÓ ÌÉËÅ ÁÎ ÉÎÃÅÎÔÉÖÅ ȬÃÁÐȭ ÉÎ ÏÔÈÅÒ 
jurisdictions (i.e., that there is NOK 100 million available in incentives each year). The actual 
available budget is significantly less than that (e.g., NOK 41.3 million in 2023). This causes 
confusion and unpredictability. 
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The available incentive allocation is modest compared to other competitor jurisdictions 
and subsequently the scheme is highly oversubscribed, in 2021 and 2022 only one in four 
applicants received funding. The value of rejected applications was NOK 900 million in 2021 
and NOK 724 million in 2022. Not all of these were lost to Norway, as it includes repeat 
applications; however many either went elsewhere to shoot or simply did not go ahead. Since 
2016, between two and eight projects were supported each year. These tend to be large, 
international productions shooting on location. There is a roughly even split between feature 
films and drama series, with recent years having more international drama series receiving the 
incentive.  

While the incentive is recognised as a crucial factor in bringing large international and co-
productions to Norway, it is identified by the industry as a critical limiting factor to future 
growth . A survey of incentive applicants and recipients found that only 7.8% of expenditure by 
productions which received the incentive would have happened in the absence of the scheme. 
The modest incentive available limits the growth of the industry in Norway, with the Study 
providing evidence that significantly more production would be brought (and repatriated) to 
Norway if the incentive allocation was increased and made more accessible. 

1.4. Policy Scenarios: Forecast Expenditure   

This study considers the impact of four policy scenarios. Figure 1  provides an overview of 
these scenarios, including core assumptions. 

Figure 1 ɀ Overview of Modelled Policy Scenarios 

Scenario 1: Business as Usual Scenario 2: No Incentive  

- No change to existing scheme ɂ 25% 
rate, application process unchanged 

- Assumes the funding available for the 
years 2024-2029 would be an average of 
the annual allocation between 2020 and 
2023, and the actual incentive payments 
are 75% of the allocated. 

- Assumes after 2023, the incentive 
programme is removed, and no significant 
international or co-productions are 
supported by the scheme 

- Assumes the number of international and 
significant co-productions would reduce 
dramatically, with less than 10% of 
expenditure seen under the scenario taking 
place (evidence for this in chapter 3.7) 

Scenario 3: Stepped increase, 
automatic incentive  

Scenario 4: Uncapped, automatic 
incentive  

- Uplift of the annual incentive payments 
to NOK 100 million in 2024 and 2025. 
Then annual uplift of NOK 50 million in 
2026 and 2027, followed by a smaller 
increase of NOK 25 million in 2028 and 
2029 

- Assumes all allocation is spent and 
expenditure is x4 the incentive value and 
the incentive is automatic ɂ all 
productions which meet the basic 
minimum requirement receive the 
incentive on a first come, first served 
basis 

- Commitment made by government on 
the amount of incentive available for 3-5 

- Uncapped scheme to align with many 
countries with no upper limit on funding 
budget. Incentives available to all 
productions which reach a basic eligible 
spend threshold 

- Assumes production activity is limited by 
other constraining factors, including the size 
ÁÎÄ ÃÁÐÁÃÉÔÙ ÏÆ .ÏÒ×ÁÙȭÓ ÃÕÒÒÅÎÔ ×ÏÒËÆÏÒÃÅ 
and wider production infrastructure, plus 
the cost of producing 

- Assumes production expenditure will grow 
in line with stepped increase until 2026, 
after which production would grow by NOK 
200 million a year until 2029. 
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years to de-risk investment and give 
industry certainty.  

 

SPI predicts a significant increase in production expenditure as a result of a stepped 
increase and an uncapped automatic incentive scenario. In contrast, stagnant or 
potentially decreasing production expenditure is projected under the Business as Usual 
and No Incentive Scenario, respectively (Figure 2). For the period up to and including 2023 
estimated expenditure figures are based on data from the NFI about successful applicants. The 
policy change is modelled to start in 2024. SPI and Proba have then projected expenditure from 
2024 against each scenario informed by previous expenditure patterns, evidence from 
consultations, a survey of producers and knowledge of the international sector. 

Figure 2 ɀ Projected Expenditure under Scenarios, 2020-2029 (NOK, million, 2022 prices) 

 

 

 

 

 

 

 

 

 

 

 

 

Source: SPI projections and estimates based on NFI data 

1.5. 4ÈÅ )ÎÃÅÎÔÉÖÅȭÓ Economic Impacts 

4ÈÉÓ %ÃÏÎÏÍÉÃ )ÍÐÁÃÔ !ÎÁÌÙÓÉÓ ɉȰEIAȱɊ ÕÓÅÄ ÁÎ Input-Output (ȰI-Oȱ) approach. This uses 
estimated and forecast production expenditure data to drive a specially developed economic 
model and builds on previous work on the impact of the incentive in Norway.1 A full 
methodology and glossary of terms is found in the appendix. 

To date, the Norwegian film and series incentive has had a reasonable economic impact 
regarding the main economic measures and a strong Return on Investment ɉȰ2/)ȱɊ. In the 
four years between 2020 and 2023, the incentive is estimated to have supported NOK 967 
million in direct output, NOK 638 million in the supply chain (indirect) and NOK 498 million in 
induced output, caused by the spending of wages in the economy. The total GVA footprint of 
incentivised productions is estimated to be NOK 848 million, including NOK 390 million in 
direct GVA, 257 million in indirect GVA, and 201 million in induced GVA between 2020 and 
2023.  In 2023, it is estimated the incentive will support 69 direct FTE jobs, 46 indirect FTE jobs 
and 36 FTE jobs through induced effects.  

 

1 Economic Impact of the Norwegian Film Incentive. OlsbergɆSPI, 2017  
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The ROI is a measure of how much economic value (or GVA) is created per NOK 1 million of 
investment in the production incentive2. The ROI figures displayed in Figure 3 show the 
substantial GVA ROI of the current incentive with each NOK 1 million invested; a return of NOK 
2.1 million in direct GVA, NOK 1.4 million in indirect GVA, and a further NOK 1.1 million in 
induced GVA, creating a combined ROI of 4.7 (figures do not sum due to rounding).  

Figure 3 ɀ Economic Return on Investment (Direct, Indirect, and Induced), 2020-2023  

 

30)ȭÓ ÅÃÏÎÏÍÉÃ ÉÍÐÁÃÔ ÍÏÄÅÌÌÉÎÇ ÉÎÄÉÃÁÔÅÓ ÔÈÁÔ an increase in the annual incentive budget 
would have a significant impact on the output, GVA and FTE jobs supported by the 
incentive Figure 4. The total GVA impact for a stepped uplift (scenario 3) would be 2.8 times 
that of the business as usual (scenario 1), and 3.4 times for an uncapped scheme (scenario 4). 
The overall economic impact would grow over time in line with the expenditure levels as the 
supply chain and workforce develop.  

Figure 4 ɀ Summary of Economic Impact of Scenarios, 2024-2029 (2022 Prices) 

 

 
2 4ÈÅ ȬÉÎÖÅÓÔÍÅÎÔȭ ÉÓ ÅÓÔÉÍÁÔÅÄ ÔÏ ÔÈÅ ÔÏÔÁÌ ÃÏÓÔ ÏÆ ÔÈÅ ÉÎÃÅÎÔÉÖÅ ÐÁÙÍÅÎÔÓȟ ÍÉÎÕÓ ÔÈÅ ÄÉÒÅÃÔ ÔÁØ ÒÅÃÅÉÐÔÓ ×ÈÉÃÈ 
result from the production activity. 
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The economic impact methodology does not directly feed into the CBA (chapter 1.7), as many 
of the economic benefits identified here are not able to be included in a CBA due to 
assumptions about the substitution of labour. Nonetheless, the results presented in this 
chapter are included as part of the suite of evidence for policymakers and also to provide an 
approach that is consistent with practice around the world. 

1.6. 4ÈÅ )ÎÃÅÎÔÉÖÅȭÓ 7ÉÄÅÒ )ÍÐÁÃÔ 

1.6.1. Workforce and Competence Development 

The current incentive has provided valuable work and training opportunities for the 
Norwegian industry. 30)ȭÓ ÒÅÓÅÁÒÃÈ ÒÅÖÅÁÌÅÄ ÔÈÁÔ incentivised inward productions provide 
unique developmental experiences that come from working on larger international 
productions, bringing together highly skilled and connected heads of departments, as well as 
enabling people to work with cutting-edge working methods and technology. 

However, the relatively low volume of incentivised productions being able to access the 
incentive has limited  the potential opportunities for Norwegian crew. Positions on large 
scale productions are very competitive and not available to all. 

The Norwegian workforce would benefit from an incentive design that enabled a higher 
volume but also wider range of production sizes. A greater number of medium-sized projects 
would provide valuable continuity and experiences between larger productions shoots, 
ÅÓÐÅÃÉÁÌÌÙ ÆÏÒ ÆÒÅÅÌÁÎÃÅÒÓȟ ÁÓ ×ÅÌÌ ÁÓ ÂÅÉÎÇ ÍÏÒÅ ÃÌÏÓÅÌÙ ÁÌÉÇÎÅÄ ×ÉÔÈ .ÏÒ×ÁÙȭÓ ÃÕÒÒÅÎÔ 
workforce and wider production infrastructure capacity. An automatic incentive with a higher 
annual budget (as per scenarios 3 and 4) would provide the space for smaller productions to be 
incentivised to come to Norway. Additionally, in past years crew have emigrated from Norway 
in search of employment opportunities. Under a scenario with a greater volume of production 
and larger budget works coming to Norway, much of this workforce is likely to return. 

A stepped increase in the incentive allocation would enable the workforce to adapt. 
#ÕÒÒÅÎÔÌÙ .ÏÒ×ÁÙȭÓ ×ÏÒËÆÏÒÃÅ ÄÏÅÓ ÎÏÔ ÈÁÖÅ ÔÈÅ ÃÁÐÁÃÉÔÙ ÔÏ ÈÁÎÄÌÅ Á ÒÁÐÉÄ increase in inward 
ÐÒÏÄÕÃÔÉÏÎÓȢ 4ÈÅÒÅÆÏÒÅȟ ÁÎÙ ÃÈÁÎÇÅÓ ÔÏ ÔÈÅ ÉÎÃÅÎÔÉÖÅ ÓÈÏÕÌÄ ÂÅ ÇÒÁÄÕÁÌȟ ÔÏ ÁÌÌÏ× ÆÏÒ .ÏÒ×ÁÙȭÓ 
workforce to respond and grow with increased activity. It was therefore argued that a stepped 
increase (as per scenario 3) with periodic reviewÓ ×ÏÕÌÄ ÂÅ ÂÅÓÔ ÓÕÉÔÅÄ ÔÏ .ÏÒ×ÁÙȭÓ ÃÕÒÒÅÎÔ 
workforce. 

1.6.2. Wider Industry Development 

The incentive has had some positive impact on the Norwegian film and television 
production infrastructure . However, this has been limited by the current conditions. As 
with workforce development, an irregular pipeline of incentivised inward productions has 
hindered the development of ambitious infrastructure plans. Potential private investors would 
be more confident in their investments in new studio builds or studio expansions if the scale of 
inward productions was more predictable and of greater scale. A higher annual budget for the 
incentive (as per scenarios 3 and 4) and the consequent increase in production would help build 
confidence in investments for new companies, new departments, new services, and new jobs. 

There has been some growth in Norwegian businesses servicing the film and television 
sector. However, this has also been limited by the current conditions. The unpredictability 
of the incentive means it is currently high risk for vendors to invest in permanent staff and new 
ÅÑÕÉÐÍÅÎÔ ÁÓ ÔÈÅÙ ÃÁÎȭÔ ÁÃÃÕÒÁÔÅÌÙ ÆÏÒÅÃÁÓÔ ÆÕÔÕÒÅ ÂÕÓÉÎÅÓÓȢ ! ÈÉÇÈÅÒ ÁÎÎÕÁÌ ÉÎÃÅÎÔÉÖÅ ÂÕÄÇÅÔ 
(as per scenarios 3 and 4) would help to attract higher levels of production and build confidence 
in any investments they make to scale their business. 
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1.6.3. Screen Tourism, National Branding and Cultural Value 

Several incentivised productions have attained international reach and acclaim, providing 
valuable opportunities for national branding and screen tourism through exporting the 
natural landscape, cultural heritage, and character of Norway internationally. This has also 
delivered cultural impacts by ÓÈÏ×ÃÁÓÉÎÇ .ÏÒ×ÁÙȭÓ ÒÉÃÈ ÈÅÒÉÔÁÇÅ ÎÁÔÉÏÎÁÌÌÙ ÁÎÄ ÉÎÔÅÒÎÁÔÉÏÎÁÌÌÙȢ 

Reaching international audiences has meant the incentive has contributed to boosting 
.ÏÒ×ÁÙȭÓ ÁÔÔÒÁÃÔÉÖÅÎÅÓÓ ÁÓ Á ÔÏÕÒÉÓÍ ÄÅÓÔÉÎÁÔÉÏÎȢ The most notable examples come from 
big budget productions such as Mission Impossible: Fallout (2018), which, despite not being set 
in Norway, served to advÅÒÔÉÓÅ .ÏÒ×ÁÙȭÓ ÐÈÙÓÉÃÁÌ ÂÅÁÕÔÙ ÔÏ ÍÉÌÌÉÏÎÓ ÏÆ ÖÉÅ×ÅÒÓȢ Such 
productions led to significant additional interest in the Norwegian locations in which they were 
filmed. 

The low volume and international focus of incentivised productions means there is 
potential for an enhanced incentive to further support  national branding and potential 
cultural value. While incentivised productions have impact on national branding and cultural 
value, the potential scope of impact is restricted when the production does not contain 
identifiably Norwegian elements. A relatively low percentage of incentive funds have gone to 
Norwegian co-productions and/or productions based in Norway, given the fierce competition 
for a small allocation of funds. A higher annual budget (as per scenarios 3 and 4) would both 
increase the volume of productions, but also provide more opportunity for domestic co-
productions with Norwegian elements to access the incentive and be used as part of national 
branding initiatives and provide cultural value to domestic and international audiences. An 
automatic incentive would particularly reduce the likelihood of Norwegian productions being 
overlooked or having to be produced elsewhere. 

1.7. Cost-Benefit and Plus-Minus Results 

There are several methodological and practical challenges in applying the CBA 
methodology in the context of film and series incentive policies. The approach does not fit 
well with a policy which seeks to influence the industrial mix of a country as labour market 
effects are assumed to crowd out activity elsewhere in the economy. Also, the unquantifiable 
and non-monetisable benefits are excluded. There are no examples of the CBA approach being 
used successfully in this context and only emerging practice around cultural policies.  

Under CBA, there are no scenarios in which an incentive would return a positive Net 
Present VÁÌÕÅ ɉȰ.06ȱɊ score when wider non-quantifiable benefits such as workforce, 
industrial development and cultural impact are excluded. Scenario 2, the no incentive 
scenario, returns a zero Partial Net Present Value Score3 as the overall costs and benefits of the 
industry cancel each other out. Comparing the three other scenarios, the Partial NPV score is 
best (least negative) for the scenario 1, the business as usual scenario, and lowest for scenario 
4, the uncapped, automatic scheme option. This is because as the expenditure and the 
incentive payments increase, the incentive payment grows in real terms, worsening the Partial 
NPV score. This is because many positive impacts which grow with the scale of the industry are 
not included in this quantified assessment.  

Due to the exclusions and limitations, the CBA approach is not helpful for informing policy 
decisions. 4ÈÅÒÅÆÏÒÅȟ 30) ÁÎÄ 0ÒÏÂÁ ÕÎÄÅÒÔÏÏË Á Ȭ0ÌÕÓ--ÉÎÕÓȭ ÁÓÓÅÓÓÍÅÎÔ ÔÈÁÔ ÆÏÃÕÓÅÓ ÏÎ ÔÈÅ 

 
3 The Net Present Value is the difference between the present value of the benefits to the present value of the 
costs. It is the present value as a discount rate has been applied. When a NPV is positive the benefits outweigh the 
ÃÏÓÔÓȢ  )Ô ÉÓ Á ȬÐÁÒÔÉÁÌȭ ÓÃÏÒÅ ÉÎ ÔÈÉÓ ÃÏÎÔÅØÔ ÂÅÃÁÕÓÅ ÉÔ ÍÉÓÓÅÓ ÕÎÑÕÁÎÔÉÆÉÁÂÌÅ ÓÐÉÌÌÏÖÅÒ ÂÅÎÅÆÉÔÓ ×ÈÉÃÈ ÈÁÖÅ ÔÈÅ 
potential to be significant.  
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costs and benefits for which it has not been possible to estimate a monetised figure. The 
approach is subjective but is used in Norway when CBA analysis is not applicable4.  

Figure 5 ÓÕÍÍÁÒÉÓÅÓ ÔÈÅ ÃÏÍÂÉÎÅÄ ÒÅÓÕÌÔÓ ÆÏÒ ÔÈÅ #"! ÁÎÄ ÔÈÅ ȬPlus-MÉÎÕÓȭ ÍÅÔÈÏÄ within  
a quadrant. Note that the scores and values resulting from CBA and Plus-Minus assessment 
are not directly comparable, as CBA results are in quantified monetary values and Plus-Minus 
results are scores. However, the quadrant allows the information and ordering of each scenario 
to be displayed and the scenarios compared.  

Figure 5 ɀ Cost-Benefit and Plus-Minus Summary Visual   

  

The CBA results are mitigated by positive Plus-Minus result for scenarios 1, 3 and 4. 
Scenario 3 and scenario 4 have equal Plus-Minus scoring and scenario 3 has a better NPV score, 
which suggests that scenario 3, the stepped uplift, is preferential to scenario 4 at this stage 
of industrial development.  

1.8. Key Recommendations 

30)ȭÓ ËÅÙ ÒÅÃÏÍÍÅÎÄÁÔÉÏÎÓ are set out below. These are in three groups. The first relate to 
major changes to the incentive, particularly around its level and design. The second set of 
recommendations are made on the assumption that the current incentive level and design 
continue, and recommends adjustments to make the existing scheme more effective. The third 
relate to further data collection and research. Chapter 11 provides further specifics on these 
recommendations. 

1.8.1. Major Improvements: Incentive Level and Design 

1. Implement a significant stepped increase in annual budget allocation, in line with 
scenario three, where there is an uplift in annual incentive payments to NOK 100 million in 
2024 and 2025, followed by an annual uplift of NOK 50 million in 2026 and 2027, followed 
by a smaller increase of NOK 25 million in 2028 and 2029. SPI recommend that the 
subsequent impact on production levels is monitored before each step change. 
 

2. Remove the annual application deadline and make the incentive automatic, in favour of 
rolling applications, as seen in many jurisdictions globally. This needs to align with #1 

 
4 Including Oslo %ÃÏÎÏÍÉÃÓȭ 2014 Utredning av insentivordninger for film- og TV-produksjon 
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recommendation above, with a step change in annual budget allocation to ensure there is 
sufficient funding available each year. This may not align to the existing budgetary rules; 
however, SPI recommends this as the best approach for effective policy that aligns with 
how productions are planned. 

1.8.2. Minor Adjustments: Improvements to Current Incentive Scheme 

3. Clarify ÈÏ× ÔÈÅ ÈÅÁÄÌÉÎÅ ÁÎÎÕÁÌ ÉÎÃÅÎÔÉÖÅ ȬÃÁÐȭ ×ÏÒËÓ for applicants and industry more 
widely. SPI recommends removing the complicated calculation formulae (which 
incorporates previous commitments) and presenting a predictable annual budget level of 
NOK 100 million. 

 
4. If there is no change in the incentive level and/or selectivity (which SPI recommends in 

point 1 and 2 above), there is a case to reduce preferable scoring for productions with 
higher budgets for Norwegian spend, allowing a mixture of large (over NOK 100 million 
and mid-sized productions (~NOK 30-40 million) to access the incentive. This will help 
develop the current level of capacity and capability within the domestic industry, as well as 
the potential to allow more co-productions to emerge which promote NÏÒ×ÁÙȭÓ ÃÕÌÔÕÒÅȟ 
identity, history, and nature. 

 
5. This study also considered whether the incentive design should be adjusted to promote 

green production, production in the regions and drama series (chapter 4.3). While there are 
strong reasons for the incentive to support these objectives, SPI recommend these are 
best achieved through alternative methods at the current time. 

1.8.3. Related to Data Collection and Further Research 

6. Undertake a detailed review of the production capacity and capability of the Norwegian 
film and television industry and identify how this might need to adapt to service larger and 
more diverse types of production activity and expenditure. 

 
7. NFI to work closely with the Regional Film Funds, film centres and regional film 

commissions to track incentivised and non-incentivised spend in regional parts of 
Norway, to evidence a need for any regional preferential incentive measures. The NFI 
should also support the implementation of tracking of green production and carbon 
calculators. 

 
8. Undertake a follow-up Economic Impact Study two years following any significant 

incentive design change to assess effectiveness. Key metrics to include changes in 
incentivised production expenditure in total and in the different regions of Norway, Gross 
Value-Added (GVA), output, FTE jobs supported, as well as on screen tourism and 
workforce and industrial development. 
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2. INTRODUCTION 

2.1. Research Brief 

In September 2021, international screen sector consultancy OlsbergɆ30) ɉȰSPIȱɊ ×ÁÓ 
commissionedȟ ÉÎ ÐÁÒÔÎÅÒÓÈÉÐ ×ÉÔÈ 0ÒÏÂÁ 2ÅÓÅÁÒÃÈ ɉȰProbaȱɊȟ by the Norwegian Ministry of 
#ÕÌÔÕÒÅ ÁÎÄ %ÑÕÁÌÉÔÙ ɉȰMOCȱɊ ÔÏ ÕÎÄÅÒÔÁËÅ ÁÎ ÉÎ-depth impact assessment of the Norwegian 
film and series production incentive (the ȰStudyȱɊȢ 

The Study is broken into three interrelated elements: 

1. !ÓÓÅÓÓÍÅÎÔ ÏÆ ÔÈÅ ÉÎÃÅÎÔÉÖÅȭÓ direct and wider impacts, including within the following 
areas: 

o Economic: including effects on uplift in production expenditure, output, GVA, FTE 
jobs, supply chain effects, and screen tourism 

o Social: including increased knowledge, skill, and experience for Norwegian 
workforce; increased international cooperation; effects on national branding 

o Cultural: ÉÎÃÌÕÄÉÎÇ ÔÈÅ ÔÅÌÌÉÎÇ ÏÆ ÓÔÏÒÉÅÓ ×ÈÉÃÈ ÐÒÏÍÏÔÅ .ÏÒ×ÁÙȭÓ ÃÕÌÔÕÒÅȟ ÈÉÓÔÏÒÙ 
and/or landscape. 

2. A Cost-Benefit Analysis (ȰCBAȱ) of the incentive scheme, considering: 
o The current economic and regulatory framework 
o A gradual increase of the scheme 
o An automatic/rights-based scheme. 

3. Assessment of the effects of changes in the design of the scheme, including how such 
changes will affect the CBA and attainment of the scheme's goals.5 The analysis considers 
the following types of changes: stronger emphasis on green production, stronger 
weighting of drama series vs. film productions, and higher production rates in given 
regions. 

30)ȭÓ ÁÓÓÅÓÓÍÅÎÔ ÃÏÖÅÒÓ ÙÅÁÒÓ ΨΦΧή to 2022 for the retrospective assessment of costs and 
ÂÅÎÅÆÉÔÓ ÔÏ ÉÎÆÏÒÍ ÔÈÅ ΄ÂÕÓÉÎÅÓÓ ÁÓ ÕÓÕÁÌȭ ÐÒÏÊÅÃÔÉÏÎÓ ÁÎÄ ÏÔÈÅÒ ÐÏÌÉÃÙ ÓÃÅÎÁÒÉÏÓȢ The economic 
impact assessments are modelled on years 2020 to 2029. The CBA policy options are modelled 
on years 2022 to 2028. 

2.2. Status of this Report 

4ÈÉÓ ÉÓ ÔÈÅ 3ÔÕÄÙȭÓ final report. SPI and Proba thank the MOC for their input in previous drafts. 

2.3. Our Approach 

SPI, with support from Proba, undertook a wide-ranging programme of research and analysis, 
including reviewing existing research and through new primary research. 

Our approach included: 

¶ Creation of a Research Framework. Working with the MOC, this specified the key aims 
of the Study, identified the policy options to be tested and the key CBA components, as 
well as the timescales for analysis. This included reviewing over 30 studies and guidance 
documents from Norway and best practice internationally (see Appendix 3 Bibliography) 

¶ Review of the production and incentive data provided by the Norwegian Film Institute 
(ȰNFIȱ). This included supported projects, as well as those who applied but were 
unsuccessful 

¶ In-depth desk research, reviewing a wide range of relevant policy and sector reports, 
including related studies, such as past ÓÔÕÄÉÅÓ ÉÎÔÏ .ÏÒ×ÁÙȭÓ film and TV sector and 
national policies for environmental sustainability and industry innovation 

 
5 4ÈÅ ÉÎÃÅÎÔÉÖÅ ÓÃÈÅÍÅȭÓ ÇÏÁÌÓ ÁÒÅ ÄÅÔÁÉÌÅÄ ÉÎ chapter 3.1 
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¶ 28 one-to-one confidential consultations with individuals working in industry, policy, 
and research, providing valuable qualitative insights and testimonies on the effect the 
incentive is having, and what impact might be possible with adjustments in the 
ÉÎÃÅÎÔÉÖÅȭÓ ÄÅÓÉÇÎ 

¶ An online ȬÁÄÄÉÔÉÏÎÁÌÉÔÙ surveyȭ of productions who applied for and/or have been 
supported by the incentive, assessing its significance to the scale and viability of their 
projects 

¶ Production expenditure and incentive payment modelling under each policy option 

¶ Full Economic Impact Analysis 
¶ C0st-Benefit Analysis 

¶ Write-up of findings and recommendations. 

2.4. Context of Study 

2.4.1. Overview of the Growth of the Global Film and Television Production Sector 

This Study comes at a time when governments around the world are paying particular 
attention to the film and television sector as a key component of economic growth strategy 
and as a vehicle for broader societal impact. Consequently, governments have been actively 
investing in enhancing the attractiveness of their jurisdictions as locations for production. This 
increased focus on the sector is the product of four distinct factors: 

1. The intensifying global consumer demand and access to visual content from Video on 
Demand (ȰVoDȱ) streamers and traditional studios and broadcasters 

2. Government recognition that screen content production plays a unique role in delivering 
economic value through the large amount of spend that can be rapidly delivered to a 
location and then spread throughout the economy via the significant volume of cast, crew 
and vendors employed in a production 

3. As a specialised and fleet-footed manufacturing activity, screen production creates 
modern, highly skilled, productive, and mobile employment . These jobs are less at risk 
of being replaced by AI or robotics 

4. Film and television production typically delivering an attractive return on public 
investment , alongside a variety of other economic and strategic impacts. These include 
increasing inward investment, stimulating tourism, helping national branding, and 
enhancing soft power and cultural impacts. 

There has been a Ȭdelugeȭ of film and television production on a global level in recent years, 
driven by demand for all types of content from consumers and investors alike. Global 
production spend marked a record level of US$1776 billion in 2019, and whilst this was disrupted 
due to COVID-Χίȟ ÍÁÎÙ ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÍÁÊÏÒ ÍÁÒËÅÔÓ ÈÁÖÅ ÁÌÒÅÁÄÙ ÒÅÃÏÖÅÒÅÄ ÁÎÄ ÓÕÒÐÁÓÓÅÄ 
record levels.  

The unprecedented growth in production has been tempered to a degree by more recent 
challenges. Alongside current global economic uncertainty, sector-specific changes have been 
occurring. Lower than expected subscription growth has dampened ambitious spending plans 
for some streamers, whilst corporate strategy pivots have in some cases prioritised near-term 
profitability at the expense of increased content production. At the same time, production 
costs have been rising across many jurisdictions. 

 
6 Global Screen Production ɀ The Impact of Film and Television Production on Economic Recovery from COVID-19. 
/ÌÓÂÅÒÇɆ30)ȟ ΨΫth June 2021. Accessible at: https://www.o-spi.com/projects/economic-impact-studies-research-
and-evaluation-ly9lh 

https://www.o-spi.com/projects/economic-impact-studies-research-and-evaluation-ly9lh
https://www.o-spi.com/projects/economic-impact-studies-research-and-evaluation-ly9lh
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Despite these challenges, production expenditure levels are forecast to continue to grow in the 
coming years, anchored by resilient underlying demand and intense competition for market 
share. 7 Indeed, there remains significant consumer growth potential in certain global regions. 
According to PwC data, the broader global entertainment and media sector is set for strong 
continued growth over the coming years, with a compound annual growth rate (CAGR) of 4.6% 
in revenues between 2021 and 2026, quoting, Ȱthe vast entertainment and media complex is 
growing more rapidly than the global economy as a whole. With each passing year, more 
people around the world are spending more of their time, attention, and money on the 
complex and increasingly immersive entertainment and media experiences that are available 
to them.ȱ 8 

Appendix 2 provides further insights and data on the growth of the global film and television 
production sector. 

2.4.2. Growth of Production Incentive Programmes 

One key policy lever to stimulate production activity has been through the use of film and 
television production incentives, which play a decisive role in where productions are located 
around the world, as well as serving to stimulate domestic production activity. Incentives are 
increasingly recognised by governments as an efficient and strategic tool to attract high-value 
inward investment, strengthen local production sectors and build skills, employment, and 
infrastructure. The strategic value of film and television production is underlined by authorities 
continuing to make improvements to existing incentives or introduce new systems. Indeed, 
there are more than 100 active automatic incentives across the globe, including 54 at the 
national level (Figure 6). 9 

Figure 6 ɀ Number of Automatic Incentives Globally, 2017-2022 

 

Source: SPI (2023) 

 
7 Content Spending Levels at Top Media Companies: 2023 Forecast. Variety, 25th November 2022. Accessible at: 
https://variety.com/vip/content-spending-levels-at-top-media-companies-2023-forecast-1235440145/ 
8 Perspectives from the Global Entertainment & Media Outlook 2022ɀ2026. PwC, 13th June 2022 Accessible at: 
https://www.pwc.com/gx/en/industries/tmt/media/outlook/outlook-perspectives.html 
9 Global Incentives Index 2022. /ÌÓÂÅÒÇɆ30)ȟ .ÏÖÅÍÂÅÒ ΨΦΨΨȢ Accessible at: 
https://static1.squarespace.com/static/5f7708077cf66e15c7de89ee/t/63615f3126bb65501aa1b2a4/1667325769870/
Global+Incentives+Index+2022-11-01.pdf 

32 32 33 33 30 35

26 30 31 31 32
33

10 10 11 11 12
117 7

10 10 12
14

8 8
8 7 6

7

3
5

5 5 5
7

86
92

98 97 97
107

2017 2018 2019 2020 2021 2022

US States Europe Canada Asia / Oceania Latin America/Caribbean Middle East / Africa



 

Έ /ÌÓÂÅÒÇɆ30) 2023 24th February 2023 14 

The overall aim of an incentive is to attract production. However, this also relies on the 
interaction of elements within a wider ecosystem in which incentives are just a part. Other key 
elements include the competence and provision of crew and infrastructure, effective 
marketing, and promotion, as well as other supporting financial and strategic policies to help 
determine the desirability of a jurisdiction as a production location. 

2.4.3. Overview of the Norwegian Film and Television Sector 

Norway has a growing film and television sector, with domestic productions and co-
productions successfully reaching international audiences, and a slow, but gradually increasing 
international inward production output.  

Despite its sector still being relatively small in size, Norway has produced several notable titles 
in recent years. The Worst Person in the World (2021) was nominated for ÔÈÅ 0ÁÌÍÅ Äȭ/Ò ÁÔ ÔÈÅ 
2021 Cannes Film Festival and Best Foreign Language Film and Original Screenplay at the 2022 
Academy Awards; Troll (2022) was one of the most streamed non-English language films in its 
year of release;10 whilst Norsemen (2016) received significant critical acclaim, both domestically 
and abroad. On the international front, the producers of major Hollywood films such as No Time 
to Die (2021), Mission: Impossible ɀ Fallout (2018), and Dune (2021) have all chosen Norway as 
production locations.  

.ÏÒ×ÁÙȭÓ ÓÔÅÁÄÙ ÇÒÏ×ÔÈ Én production output has been helped by its production infrastructure, 
a skilled workforce and its production supply chain. Inward productions are particularly 
attracted to .ÏÒ×ÁÙȭÓ ÎÁÔÕÒÁÌ ÌÏÃÁÔÉÏÎÓ ÁÎÄ ÐÒÅÖÁÌÅÎÃÅ ÏÆ %ÎÇÌÉÓÈ-speaking crew. 

As with most countries, much ÏÆ .ÏÒ×ÁÙȭÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ industry is concentrated in its 
capital, Oslo, accounting for 79% of total Norwegian turnover in 2018.11 Along with being home 
ÔÏ ÍÁÎÙ ÏÆ .ÏÒ×ÁÙȭÓ ÐÒÏÄÕÃÔÉÏÎ ÃÏÍÐÁÎÉÅÓȟ ÉÔ ÁÌÓÏ ÈÁÓ ÔÈÅ ÌÁÒÇÅÓÔ ÃÏÎÃÅÎÔÒÁÔÉÏÎ ÏÆ .ÏÒ×ÁÙȭÓ 
crew base and production infrastructure, such as studio facilities and equipment rental.  

However, there is less concentration in Oslo and more dispersion across the country when it 
comes to international inward production. This is due to the appeal of .ÏÒ×ÁÙȭÓ ÎÁÔÕÒÁÌ ÓÃÅÎÅÒÙ 
to international productions, with popular locations being found in regions away from the 
capital. Western Norway is the most significant beneficiary of this, with its fjords, mountains 
and rivers all being popular settings for productions. But even within inward investment, 
significant disparities remain, and regions such as Trøndelag and Northern Norway see a 
disproportionately small level of production activity, with very few international productions 
made in these locations. 

  

 
10 ȬTrollȭ "ÅÃÏÍÅÓ .ÅÔÆÌÉØȭÓ -ÏÓÔ 0ÏÐÕÌÁÒ .ÏÎ-English Film. Variety, December 14th, 2022. Accessible at: 
https://variety.com/2022/global/global/troll-netflix-most-popular-non-english-film-1235460963/ 
11 The storytellers ɀ Ambitions, finances, and structures in the northern Norwegian film industry. Business School 
of UiT, January 2021.  
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3. CURRENT INCENTIVE SCHEME 

3.1. Aims and Operations  

The Norwegian film and series production incentive was established in 2016, following 
consultations with the Norwegian film industry and general public. The policy aims are clearly 
set out in the regulations for the incentive.12 The goals can be summarised as follows:   

¶ Increase the number of large international film and production series production in 
Norway 

¶ Promote Norwegian culture, history and nature 

¶ Increase the experience and knowledge of Norwegian film industry 
¶ Stimulate growth 
¶ Promote a sustainable Norwegian film industry 
¶ Increase international cooperation. 

These policy objectives demonstrate the underlying rationale for intervention around ɀ 
specifically, the opportunity to develop and grow an industry, and to secure a share of a global 
production sector. This industry development in turn leads to beneficial non-market impacts 
(externalities), including skills development and cultural and reputational impact.  

The scheme is operated by the NFI and offers a 25% cash rebate on eligible expenditure in 
Norway with the funding provided by the Norwegian Parliament. There is a limited budget 
available for the incentive. There is also an annual deadline in November for applications 
wishing to access the ÆÏÌÌÏ×ÉÎÇ ÙÅÁÒȭÓ ÂÕÄÇÅÔ. 

The scheme is selective, and projects are scored against a set of criteria (see Figure 7), with only 
the top scoring projects being successful. The assessment criteria for the scheme are published 
on NFI website, however the weighting or prioritisation of these criteria is not publicised. There 
is a perception in the industry that productions with the largest budgets are prioritised in the 
selection.  

Figure 7 ɀ Norway Film and Series )ÎÃÅÎÔÉÖÅȭÓ Assessment Criteria 

 

Source: NFI website 

 

 

 

 
12 Regulations on financial incentives for the production of international films and series in Norway. Norwegian Film 
Institute, 18th June 2021. Accessible at: https://www.nfi.no/eng/grantsfunding/the-incentive-
scheme/_/attachment/download/d837a9fa-d958-4455-ab2d-
2201f7e9562a:b515201ea3807e2d85f657464b5ed2e552feb8fb/Regulations%20on%20financial%20incentives%20
Norway%20(1).pdf 

¶ Total budget for the production 
¶ The budget for production in Norway 

¶ The production's international distribution 
¶ 3ÈÁÒÅ ÏÆ ÐÒÉÖÁÔÅ ǢÎÁÎÃÉÎÇ 
¶ 3ÈÁÒÅ ÏÆ ÉÎÔÅÒÎÁÔÉÏÎÁÌ ǢÎÁÎÃÉÎÇ 
¶ To what extent the Norwegian budget share will strengthen the Norwegian film 

industry 
¶ Added value beyond the actual production. 
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3.2. Available Allocation  

In its first year, 2016, the incentive scheme was allocated NOK 45 million by the Norwegian 
Parliament, and this figure has risen over time so that, in 2020, the total available to allocate 
to productions was NOK 100 million (Figure 8).  

Figure 8 ɀ Allocation Available for New Projects, 2016-2023, million  NOK 

 

 

3ÏÕÒÃÅȡ 30)ȭÓ ÁÎÁÌÙÓÉÓ ÏÆ .&) ÄÁÔÁ (2023) 

The size of the incentive scheme has changed over time, both regarding maximum new 
commitments and actual use via payments. 

The actual payments from the scheme varied, partly due to variations in the time lag between 
the commitments from NFI and the activities in the projects that received funding from the 
scheme.  

As from 2021, the financial limitations of the scheme changed. There is now a limit on the 
ÆÕÎÄȭÓ ÔÏÔÁÌ ÏÕÔÓÔÁÎÄÉÎÇ ÃÏÍÍÉÔÍÅÎÔÓȢ 4ÈÅ current limit is NOK 100 million, but parliament 
decides on the level annually as part of the national budgetȢ 4ÈÅ ÆÕÎÄȭÓ ÃÁÐÁÃÉÔÙ ÆÏÒ ÎÅ× 
commitments now partly depends on the time lag between former commitments and the 
payment of the funds.  

The applicants to the fund have no clear incentives to annul a commitment from NFI (i.e., 
cancel commitments to incentives from previous years), even if the applicant no longer plan 
to utilise the scheme. In the terms of the scheme, it is stated that the individual commitments 
by NFI shall be time limited, ensuring that the scheme is not reserved by expired and outdated 
commitments. However, the new regulation of the scheme, effective from 2021, makes the 
capacity of the scheme to make new commitments more variable and less predictable than it 
was before. 

There is a widespread misconception in the industry that the NOK 100 million limit works in 
the same manner as an incentive ȬÃÁÐȭ ÉÎ ÏÔÈÅÒ ÊÕÒÉÓÄÉÃÔÉÏÎÓ; i.e. a belief that there is NOK 100 
million of incentive available each year. The formula for calculating the allocated incentive is 
too complicated to communicate with industry, with the variable nature of available funding 
making the sum available to new projects difficult to predict. This makes it very difficult for 
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producers to plan effectively, and instead they are attracted to more predictable incentives in 
other jurisdictions. 

3.3. Supported Projects 

The incentive scheme was introduced in 2016, specifically to target large international 
productions and significant Norwegian Co-productions13. Between 2016 and 2022, 25 projects 
were successful in their application and ultimately shot in Norway. This excludes four 
projects which were successful in their incentive application, but subsequently did not shoot in 
Norway.  

In most years, two or three projects were funded (Figure 9) ɀ with the exception of 2017 and 
2020. However, 2017 is largely viewed as an anomaly as it was only the second year for the 
incentive and the timescales for producers were condensed, resulting in a larger number of 
smaller shoots. Two-thirds (68%) of all projects supported by the incentive were 
international projects . Industry consultees for this Study noted an evident preference for 
larger scale international projects compared to a higher number of smaller mid-range 
Norwegian Co-productions during the application scoring process. Consultees saw this as 
being driven by historically international productions accounting for much higher levels of 
expenditure in Norway, compared to Norwegian Co-productions. 

Figure 9 ɀ Number of Supported Projects by Domicile, 2016-2022 

 

3ÏÕÒÃÅȡ 30)ȭÓ ÁÎÁÌÙÓÉÓ ÏÆ .&) ÄÁÔÁ ɉΨΦΨΩɊ 

There is a roughly even split between the types of projects supported by the incentive, with 
13 feature films and 12 drama series supported up to 2022. To date no documentary films or 
series or animation have accessed the incentive, despite being eligible.  

Incentivised feature film projects tend to be international ɀ 12 out of 13 feature film projects 
funded by the incentive were international. Co-productions were predominantly series ɀ only 
one feature film co-production was successful, compared to seven series. Between 2020 and 
2022, there has been one international drama series each year selected to receive the 
incentive, after a period when all international productions were feature films. This reflects the 
increasing investment in drama series by global video-on-demand (VOD) platforms.  

 
13 )Î ÔÈÉÓ ÁÎÁÌÙÓÉÓ ȬÉÎÔÅÒÎÁÔÉÏÎÁÌ ÐÒÏÊÅÃÔÓȭ ÁÒÅ ÔÈÏÓÅ ÐÒÏÄÕÃÔÉÏÎÓ ×ÉÔÈ ΧΦΦϻ ÆÉÎÁÎÃÅ ÆÒÏÍ ÏÕÔÓÉÄÅ ÏÆ .ÏÒ×ÁÙȢ 
Ȭ.ÏÒ×ÅÇÉÁÎ #Ï-0ÒÏÄÕÃÔÉÏÎÓȭ ÁÒÅ ÐÒÏÊÅÃÔÓ ×ÉÔÈ at least 30% international finance; the minimum required to receive 
incentive support 
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There is no noticeable pattern of change regarding the number or split between film and 
television drama over time when co-productions and international projects are analysed 
together (Figure 10).  

Figure 10 ɀ Number of Supported Projects by Type, 2016-2022 
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3.4. Expenditure in Norway by Supported Projects 

The NFI receives data on budgets and estimated expenditure on application. This estimated 
expenditure is the best source of aggregated usable data on expenditure. However, it is 
estimated before production takes place and therefore is subject to change.  

To improve the accuracy of these estimations, SPI has worked with the NFI to identify 
productions which were allocated incentive but did not ultimately take up the offer of the 
incentive. Four of these were identified and were excluded from the analysis of successful 
projects. In addition, there are some productions which scaled back their spending in Norway 
after being allocated an incentive for a variety of creative, production and financing reasons, 
resulting in the actual expenditure being lower than the estimated budget on application.  

Careful comparison of the allocated incentive amount and the actual incentive payment was 
subsequently undertaken. Where the actual incentive payment was lower than the estimated 
amount, the estimated Norwegian expenditure figure was adjusted accordingly, so the 
estimated expenditure figure and the actual incentive payment align.  

Projects funded in 2021 and 2022 are yet to make the final submission for the incentive claim. 
The projects during this time period included in this analysis all shot in Norway but the exact 
final incentive payment and expenditure is not known. Between 2016 and 2020, on average 
75% of the available allocated incentive budget was paid in incentives each year. It is therefore 
assumed, for the purposes of estimation, that this relationship continued for 2021 and 2022.  

Between 2016 and 2022, an estimated total of NOK 1.5 billion was spent in Norway by 
incentivised productions (Figure 11). 
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Figure 11 ɀ Estimated Expenditure of Supported Projects, 2016-2022, million NOK 
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The majority of the incentivised expenditure is from international projects (i.e., projects 
with 100% international finance), accounting for two-thirds (64%) of total spending, compared 
to 36% by Norwegian co-productions (Figure 12). )ÔȭÓ ËÅÙ ÔÏ ÎÏÔÅ ÔÈÁÔ project expenditure is 
limited by and dependent on the incentive available each year. This is determined by the cap 
and budget already committed (see chapter 3.2). The high degree of variability in expenditure 
between years reflects the varying budget available. 

Figure 12 ɀ Estimated Expenditure of Supported Projects, 2016-2022, By Domicile 
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Feature films accounted for slightly more than half (52%) of the estimated NOK 1.5 billion 
spent in Norway by incentivised projects between 2016 and 2022 (Figure 13). Drama series 
accounted for slightly less than half (48%). The proportion of drama series expenditure to total 
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expenditure varies year to year, without a clear trend, although 2022 was a particularly strong 
year for drama series.  

Between 2016 and 2022, the Norwegian spend per production was NOK 68 million for both 
feature films and drama series. However, in recent years (2019-2022), the average expenditure 
by production has increased to NOK 91 million, with feature film expenditure on average 
reaching to NOK 99 million per project and drama series averaging NOK 84 million per project.    

Figure 13 ɀ Estimated Expenditure of Projects Supported by Type 2016-2022 (NOK, million)  
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3.5. Incentive Payments 

The actual payments from the incentive scheme are contingent on the presentation of 
documentation of production expenditures in Norway. As set out in chapter 3.2, there is a delay 
between an incentive being allocated (i.e., Á ÐÒÏÊÅÃÔ ÂÅÉÎÇ ȬÓÕÃÃÅÓÓÆÕÌȭɊ ÁÎd the incentive 
payment. This can be due to delays in production, but also because it takes time for 
productions to submit the relevant paperwork following the completion of production in 
Norway. This incentive payment lag is a common feature of production incentives across the 
world. 

As the incentive payment lags production, the analysis here allocates the incentive to the year 
in which the production shot ɂ not the year the actual incentive payment was made. For 
projects supported in 2021 and 2022, the payment details are not yet available, therefore for 
these years the figures are based on the timing projected in the decisions by the Film Fund.14 

An estimated total of NOK 370 million has been paid (or for 2021 and 2022 is likely to be 
paid) to production companies under the production incentive scheme, between 2016 and 
2022 (Figure 14). Two-thirds (60%) of total incentive payments have gone to international 
projects. The split between international and co-productions is volatile, with no international 
project being funded in 2018, but all the available funding going to international projects in 
2021.  

 
14 Based on data from 2016 to 2022, 75% of the overall allocated incentive is claimed, it is assumed that 75% of 
Norwegian budget forecast at the time of the application to the fund is spent in Norway. It is therefore assumed 
that for 2021 and 2022, where actual data is not available, that the estimated incentive and expenditure is 75% of 
what the application states. 
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Figure 14 ɀ Estimated Incentive Payments by Project Domicile 2016-2022 (NOK, million)  

 

3ÏÕÒÃÅȡ 30)ȭÓ ÁÎÁÌÙÓÉÓ ÏÆ .&) ÄÁÔÁ (2023) 

Between 2016 and 2022, half (51%) of the incentive payments went to feature films and 
half to drama series with each format receiving over NOK 180 million. The split between 
format varies between years as shown in Figure 15. 

Figure 15 ɀ Estimated Incentive Payments by Project Type, 2016-2022, NOK million 
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3.6. Rejected Applications 

The Norwegian incentive scheme is heavily oversubscribed (Figure 16). Between 2016 and 
2022, there were 48 rejected applications, an average of 6.9 projects a year. The number of 
rejected applications is growing over time. 2020 represented a break in this trend, most likely 
caused by COVID-19 restrictions and uncertainty in global operations. In 2021 and 2022, over 
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three-quarters of applications in each year were unsuccessful (86% in 2021 and 79% in 2022).15 
For 2023, there were seven applications ÁÎÄ ÉÔȭÓ ÂÅÅÎ ÒÅÃÅÎÔÌÙ ÁÎÎÏÕÎÃÅÄ ÔÈÁÔ among these, 
the NFI has awarded support to one episode of Succession, VFX to the drama-series The Last of 
Us, shooting of the feature The Gorge, postproduction for the feature Thug, and finally shooting 
and postproduction for the drama series So Long, Marianne.16 

Figure 16 ɀ Applications to Incentive, 2016-2022   
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Between 2016 and 2020, expenditure associated with rejected applications totalled NOK 
100ɀ300 million a year. In 2021 and 2022, the value of rejected applications was much higher 
ɀ totalling over NOK 900 million in 2021 and NOK 724 million in 2022 (Figure 17). Over the 
whole period, the value of rejected applications was over NOK 2.4 billion. This figure cannot 
be directly equated to lost revenue for the industry as there might be some productions 
which applied repeatedly and other productions which were shot in Norway with 
alternative financing. Also, if all projects were funded using the incentive, some projects 
might have been cancelled or scaled back due to capacity constraints in the Norwegian film 
and TV industry. 

Industry consultations, as well as an online survey of rejected applicants indicated that the 
majority of rejected productions either reduced their production in Norway, moved production 
in entirety to a different jurisdiction, or the production did not take. Therefore, the rejected 
application data supports the argument that a significant amount of production is being 
lost due to limitations on the current incentive. 

 
15 In 2021 there were two application rounds. Where projects applied in both rounds, only one application is 
counted.  
16 ȬNorwegian incentive grants for Succession, the Last of Us and three more projectsȭ. NFI, 14th February 2023. 
https://www.nfi.no/eng/news/2023/norwegian-incentive-grants-for-succession-the-last-of-us-and-three-more-
projects  
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On average, the expenditure of successful projects each year accounts for 44%  of the total 
projected Norwegian budgets of all applicants ɀ however this ranged from a low of 25% in 
2021 to a high of 78% in 2020. 

Figure 17 ɀ Estimated Expenditure of Applicant Projects, 2016-2022, NOK, million 
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3.7. The Significance of the Incentive to Production Companies 

As part of this Study, an online survey was conducted with production companies that have 
accessed and/or applied for the incentive scheme. Combined with individual consultations, this 
assessed the effects the incentive has in attracting productions to Norway, or preventing 
domestic productions from shooting elsewhere, as well as to identifying what the key factors 
production companies consider when deciding to shoot in the country. Respondents included 
international inward production companies from outside Norway and domestic production 
companies who have worked on international co-productions.  

The survey received a total of 21 responses from companies both national and international in 
nature. The coverage of these responses regarding total  expenditure by incentivised 
projects was 55.9%, representing a good proportion of the activity influenced by the incentive. 
The survey was sent to 45 contacts which applied for the incentive, so the overall response rate 
was 47%.  

The survey asked international respondents to rank in order of importance the factors that 
affected their decision to produce in Norway. The seven factors were cast, crew, cost base, 
facilities and infrastructure, locationȟ ÔÈÅ .ÏÒ×ÅÇÉÁÎ ÉÎÃÅÎÔÉÖÅ ÓÃÈÅÍÅ ÁÎÄ Ȱ/ÔÈÅÒ ÆÕÎÄÉÎÇ 
optionÓȱȢ 4hese factors were ranked from 1 to 7, with 7 being the most important and 1 the 
least important. The results were calculated as a weighted average relating to expenditure of 
the production company in Norway. 

.ÏÒ×ÁÙȭÓ ÌÏÃÁÔÉÏÎÓ are identified  as the most significant factor for international 
production companies when deciding to shoot in Norway (Figure 18). Consultations 
confirmed ÔÈÁÔ .ÏÒ×ÁÙȭÓ ÌÁÎÄÓÃÁÐÅÓ ÁÎÄ ÓÃÅÎÅÒÙ ÁÒÅ Á ËÅÙ ÁÓÓÅÔ ÆÏÒ ÉÎ×ÁÒÄ productions. The 
least significant factor is .ÏÒ×ÁÙȭÓ ÁÖÁÉÌable cast, as typically productions will bring their own 
cast with them, regardless of the production location. Currently, the production incentive is 
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the second most important factor as the limitations to the incentive mean that 
productions have another motivating factor to produce in Norway. In other jurisdictions for 
which this evidence is available (e.g., UK, Australia, New Zealand and New Mexico, Australia), 
the most common determining factor in each is the incentive. This means that these 
jurisdictions are tapping into the global opportunity for non-location production activity 
including studio-based production, post-production and virtual production.  

Figure 18 ɀ Ranked Decision Factors for Shoot ing in Norway 
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When asked specifically about the importance of the incentive when deciding to undertake 
production in Norway (on a scale of 1-10, where 0 indicates it was not at all a factor and 10 
indicates that it was the only factor), the average ranking (as a weighted average relating to 
expenditure) was 8.13, meaning most production companies find the incentive to be a 
critical factor when deciding to shoot in Norway. 

Without the incentive , a significant amount of valuable expenditure would not have 
happened in Norway. Production companies were asked to estimate to the nearest 10% the 
proportion of the project that would have been made in Norway in the absence of the incentive 
(where 100% indicated the exact same expenditure in the country, and 0% indicated no 
expenditure would have been made in the country at all). The results indicated that only an 
estimated 7.8% of the current expenditure would be likely to happen in the country without 
the incentive. This 92.2% can be thought of as additional activity that can be attributed to 
the incentive (Figure 19). 

Figure 19 ɀ Expenditure Estimates in the Absence of the Incentive 
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The survey (and individual consultations) looked to understand what would happen to 
Norwegian expenditure if there was more annual incentive available. For this, the survey asked 
respondents (both domestic and international) how much they would increase expenditure in 
Norway by 2025 if this were to happen. The results indicated that 75% of respondents would 
bring more production to Norway if the annual incentive amount was increased, and that 
the average increase in expenditure, weighted by current expenditure, would be an additional 
37%, although the number of respondents answering this question mean that these results 
should only be treated as illustrative. 

Issues related to production finance were the main reasons given why a production did not 
go ahead in Norway. The most common reason being the incentive was not available to them, 
with the second most common being a lack of other types of finance in Norway. This was 
reflected in consultations. 
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4. SCENARIOS AND CHANGES TO THE INCENTIVE  

4.1. Introduction  

To undertake the cost-benefit and economic impact analysis, it is necessary to develop a set of 
policy scenarios. The 3ÔÕÄÙȭÓ Contract Notice identified a number of options to be assessed 
and these options have been further developed and refined through the research period. The 
four policy options/scenarios are: 

¶ Business as usual (i.e., no change) 

¶ No incentive 
¶ Stepped increase, automatic incentive17 

¶ Uncapped, automatic incentive. 

In addition to the policy scenariosȟ ÔÈÅ 3ÔÕÄÙȭÓ #ÏÎÔÒÁÃÔ .ÏÔÉÃÅ ÉÄÅÎÔÉÆÉÅÓ ÔÈÒÅÅ ÐÏÔÅÎÔÉÁÌ 
changes in the design of the incentive ɀ boosting green production, preferential treatment for 
drama series and supporting regional production activity ɀ to be tested as part of the study.  
This chapter covers both the development of scenarios and the evidence gathered on the 
potential impact of the change in the incentive design.  

4.2. Scenarios for Incentive Change and Resulting Expenditure 

The projected expenditure in Norway under each scenario is summarised in Figure 20. The 
assumptions underpinning the projections are set out below.  

Figure 20 ɀ Projected Expenditure Under the Four Scenarios, 2020-2029, NOK million (real, 
2002 prices) 

 

The policy change is modelled to start in 2024. The trajectory of incentive payments and 
associated production expenditure is the same until 2024. The 2020 figure is the actual 
incentive payments and associate expenditure. For the years 2020-2022, the incentive 
payments are estimated to be 75% of the allocated budget (which is the relationship between 
the actual payments to the allocation for the period 2016-2020). The expenditure associated 

 
17 Including no annual application deadline ×ÉÔÈ ÁÐÐÌÉÃÁÔÉÏÎÓ ÂÅÉÎÇ ÏÎ Á ȬÆÉÒÓÔ ÃÏÍÅȟ ÆÉÒÓÔ ÓÅÒÖÅȭ ÂÁÓÉÓ once they 
have reached a minimum eligibility threshold.  
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with the incentive payments is estimated to be 75% of the forecast estimated from successful 
applications recorded by Norwegian Film Institute (NFI) on application.  

For 2023, the expenditure is an estimate based on an assumed refund rate18 of 25%, with the 
published budget allocation of NOK 41 million. 

4.2.1. Scenario 1: Business as Usual 

The business as usual scenario assumes that the incentive rate will stay at 25% and the annual 
process of application and the selection criteria will be the same.  It also assumes that only 75% 
of the incentive allocation is claimed for any particular year (reflecting the payment to 
allocation proportion of existing scheme). 

As with the current government funding conditions, there will be a limit on the available 
allocation of funding, which will be determined annually using a calculation that incorporates 
the national funding allocated by the parliament and the transfer of unspent funding from 
previous year, deducting outstanding commitments. As with the current system, it is difficult 
to accurately predict the funding available in any one year given changes in unspent funding 
and outstanding commitments each year. Therefore, it is assumed that the funding available 
for the years 2024-2029 will be an average of the annual allocation between 2020 and 2023 and 
the actual incentive payments are 75% of the allocated. 

4.2.2. Scenario 2: No Incentive 

This scenario assumes that after 2023, the incentive programme is removed, and no significant 
international or co-productions are supported by a national incentive scheme.  

A 2014 report by Oslo Economics19 published before the introduction of the incentive indicated 
that after a long period of growth in the Norwegian film and television industry, there had been 
a recent tendency towards a small decline. It found that employment in the Norwegian film 
and TV production industry is in relative decline, growing slower than employment across the 
×ÈÏÌÅ ÅÃÏÎÏÍÙȢ /ÓÌÏ %ÃÏÎÏÍÉÃÓ ÃÏÎÃÌÕÄÅÄ ÔÈÁÔ ȬÔÈÅ ÏÖÅÒÁÌÌ ÉÍÐÒÅÓÓÉÏÎ ÉÓ ÔÈÁÔ ÔÈÅ ÆÉÌÍ ÁÎÄ 46 
ÉÎÄÕÓÔÒÙ ÆÒÏÍ ΨΦΧΧ ÉÓ ÎÏÔ Á ÇÒÏ×ÔÈ ÉÎÄÕÓÔÒÙȭȢ  )Ô ÁÒÇÕÅÓ ÔÈÁÔ ÔÈÉÓ ÉÓ ÆÏÒ ÖÁÒÉÏÕÓ ÒÅÁÓÏÎÓ ÉÎÃÌÕÄÉÎÇ 
the lack of incentive, with some Norwegian film and television productions moving abroad to 
jurisdictions with incentives. Since the introduction of the incentive scheme in Norway, other 
competitor countries (such as Sweden, Czech Republic, Iceland, Austria, Estonia and Poland) 
have introduced or upped their incentive programme, making the international landscape 
more competitive.  

As part of the current study, an additionality survey was undertaken (see chapter 3.7). Evidence 
from this and consultations strongly indicate that without the incentive, a relatively small 
amount of film and television production activity and expenditure would occur in Norway. 
Respondents to the survey indicated that just 7.8% of production expenditure would have 
happened in Norway without the incentive (see chapter 3.7). 

Both the pattern of decline before the incentive, increased competition from other jurisdictions 
with incentive and the results of the additionality survey, indicate that Norway would be 
unlikely to attract significant international productions without the incentive and there would 
be limited amount of internationally financed production happening without the incentive.  

The no incentive scenario therefore uses the results from the additionality survey and forecasts 
that 7.8% of the ȬÂusiness as uÓÕÁÌȭ ÐÒÏÄÕÃÔÉÏÎ ÅØÐÅÎÄÉÔÕre occurs under the no incentive 

 
18 Refund or intervention rate calculates the amount of incentive that a production can receive based on the 
budget. A refund rate of 25% means that incentive payment would be 25% of the total eligible budget.  
19 Investigation of incentive schemes for film and TV production. Oslo Economics, 10th April 2014. Accessible at: 
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-
produksjon/id757435/  

https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-produksjon/id757435/
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-produksjon/id757435/
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scenario. This reflects the anticipated loss of international and significant co-productions if the 
incentive was removed.  

4.2.3. Scenario 3: Stepped Increase, Automatic Incentive 

The original contract notification asked this stuÄÙ ÔÏ ÍÏÄÅÌ Á ȬÇÒÁÄÕÁl ÉÎÃÒÅÁÓÅȭ ÉÎ ÔÈÅ ÉÎÃÅÎÔÉÖÅȢ 
To determine an appropriate level for this, SPI reviewed the incentive budgets/allocations for 
a range of countries which are competing with Norway for international productions (Table 1). 
Note that these ÁÎÎÕÁÌ ÂÕÄÇÅÔÓ ÁÒÅ ÃÏÍÍÏÎÌÙ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ȬÃÁÐÓȭȟ ÂÕÔ ÁÓ ÓÅÔ ÏÕÔ ÐÒÅÖÉÏÕÓÌÙ 
ÔÈÅ ÃÁÐ ÉÎ .ÏÒ×ÁÙ ÉÓ ÄÉÆÆÅÒÅÎÔȟ ÔÈÅÒÅÆÏÒÅ 30) ÈÁÓ ÕÓÅÄ ÔÈÅ ÔÅÒÍ ȬÂÕÄÇÅÔȭ ÔÏ ÁÖÏÉÄ ÃÏÎÆÕÓÉÏÎȢ 

In the cases of Ireland and Iceland, for example, the incentive is uncapped. This means that 
there are no constraints on production expenditure from the incentive, meaning that 
applications are automatic (except for some eligibility checks) and the budget for the incentive 
is determined by demand for the incentive rather than budgetary constraints.  

This comparison indicates that the Norwegian budget for the incentive in 2023 is 
significantly smaller than all the countries with production incentives and therefore requires 
substantial increases to be in line with its competitor countries (Table 1). In addition to this, 
there is evidence that the current Norwegian incentive is highly oversubscribed (see Figure 16), 
indicating unmet demand for the incentive. For example, applications in 2021 were for NOK 
292.1 million, nearly three times the annual budget allocation for that year.20 

Table 1 International Comparison of Production Incentive Annual Budget and Production 
Expenditure   

Country Annual Incentive 
Budget (US$) 

Production 
Expenditure (US$) 

Production 
Expenditure per 
capita (US$) 

Czech Republic  $32 million $289 Million in 2021 $27.01 per capita 
in 2020  

Denmark No production 
incentive  

No data available No data available 

Estonia  $5.8 million (2022 
Budget)  

$15.3 million in 2021 $11.50 per capita 
in 2021 

Finland $9.3 million No data available No data available 

Germany  $170.5 million $804 million in 2021 $9.66 per capita in 
2021 

Iceland  No cap  No data available No data available 

Ireland  No cap $570 million in 2021  $112.13 per capita 
in 2021 

Netherlands $18.8 million $196 million in 2021 $11.24 per capita 
in 2021  

New Zealand  No cap  $638 million in 
FY20/21 

$124.53 per capita 
In 2021  

 
20 Norwegian Film Institute. Accessible at: https://www.nfi.no/eng/news/2021/here-are-the-applicants-for-the-
incentive-scheme 
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Norway $4.13 million (2023 
available budget) 

$35 million in 202021  $6.51 per capita in 
2021 

Poland $44.3 million No data available No data available 

Sweden $8.9m No data available No data available 

3ÏÕÒÃÅȡ 30)ȭÓ 'ÌÏÂÁÌ )ÎÃÅÎÔÉÖÅ )ÎÄÅØȟ .ÏÖÅÍÂÅÒ ΨΦΨΨ 

Table 1 also demonstrates how the expenditure per capita figure is significantly lower in 
Norway than in competitor markets. While a relatively crude measure, this does suggest an 
opportunity for Norway to capture more internationally mobile production activity, as well as 
retain Norwegian productions and talent.  

Strong evidence from consultations and the additionality survey (see chapter 3.7) also supports 
the hypothesis that there are productions not coming to Norway due to the small amount of 
production incentive available and that lifting the available budget would increase production 
levels. In addition, it would encourage those Norwegian producers who are currently moving 
to other jurisdictions to access more predictable incentives to repatriate production to Norway. 

When incentive budgets have been increased in other jurisdictions, they usually rise by a 
rounded figure as a stepped increase, rather than a compound percentage increase. For 
exampÌÅȟ (ÕÎÇÁÒÙȭÓ ÉÎÃÅÎÔÉÖÅ ÂÕÄÇÅÔ ÈÁÓ ÒÉÓÅÎ ÆÒÏÍ (5&ΩΩÂÎ (2019) to HUF44bn (2022) 
recently. Similarly, the German Motion Picture Fund has also increased its incentive budget in 
a stepped manner. This is partly to provide significant signals to the industry and to rapidly 
address unmet demand for the incentives. This is in part to aide communication of the scheme 
to industry and to make the incentive easier for large international companies to understand 
and make quick comparisons to other countries. 

With agreement from the client, SPI therefore has chosen to model a stepped increase in the 
budget available with the introduction of an automatic incentive, in line with standard 
international practice. The assumptions for this scenario are: 

¶ The annual incentive payments would step up to the NOK 100 million mark in 2024, which 
is NOK 40 million more than the average estimated incentive payments from 2020 to 2023 
and in line with what the industry assumes is the annual budget allocation    

¶ The following year (2025), the incentive payments continue at NOK 100 million. After that 
the annual incentive payments would increase by NOK 50 million to NOK 150 million in 
2026, NOK 200 million in 2027, NOK 225 million in 2028 and NOK 250 million in 2029 

¶ It is assumed that the full budget allocation is assigned and spent, and that the Norwegian 
expenditure is four times the incentive value, based on the 25% intervention rate 

¶ The incentive is automatic in that all productions which reach a basic minimum 
requirement (such as minimum qualifying spend amount) are eligible and incentives are 
distributed on a first come, first served basis until the allocation is used up, rather than an 
annual deadline. This provides more transparency and certainty for production 
companies. There have been some teething issues when automatic incentives have been 
introduced, including in Sweden where the incentive was met with such high demand that 
the scheme had to close one day after opening22. However, the experience from many 
jurisdictions around the world is that after initial issues around the application process and 
the allocated budget level are overcome, automatic incentives are attractive to the 
industry and successful in stimulating growth.  

 
21 Expenditure of International and Co-productions funded by the incentive  
22   Sweden fishes out SEK 100 million in first round of 25% cash rebate. Nordisk Film & TV Fond, 10 November 2022. 
https://nordiskfilmogtvfond.com/news/stories/sweden-dishes-out-sek100-million-in-first-round-of-audiovisual-
production-rebates (accessed 15 February 2023) 

https://nordiskfilmogtvfond.com/news/stories/sweden-dishes-out-sek100-million-in-first-round-of-audiovisual-production-rebates
https://nordiskfilmogtvfond.com/news/stories/sweden-dishes-out-sek100-million-in-first-round-of-audiovisual-production-rebates
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¶ There is a commitment from government to a trajectory of growth in the incentive, 
enabling the private sector to plan investment in infrastructure and undertake other 
industry development activities. The balance of evidence suggests that industry capacity 
would not be an issue given the pace of the suggested increase and the lead-in time 
suggested. 

4.2.4. Uncapped, Automatic Incentive  

There are many examples around the world of uncapped schemes, including in Ireland, Iceland, 
Spain, and Austria2324. These programmes do not have an upper limit on the budget for the 
incentive and release incentives to all productions which reach a basic eligible threshold. They 
are paid in arrears after the production has occurred. This type of incentive provides greater 
certainty for productions but increases the uncertainty of the overall cost of the incentive 
programme to policymakers.  

Under an uncapped scheme, demand for the incentive would increase substantially. An 
uncapped automatic incentive would provide a strÏÎÇ ÓÉÇÎÁÌ ÔÏ ÉÎÄÕÓÔÒÙ ÔÈÁÔ .ÏÒ×ÁÙ ÉÓ ȬÏÐÅÎ 
ÆÏÒ ÂÕÓÉÎÅÓÓȭ ÔÏ ÉÎÔÅÒÎÁÔÉÏÎÁÌ ÐÒÏÄÕÃÔÉÏÎÓ. It would improve predictability for producers and 
enable them to plan for production in Norway long-term, raising the production activity within 
Norway and creating a virtuous circle as the sector becomes more aware of what the country 
has to offer.  

Production activity levels would be limited by other constraints, in particular by workforce, 
studio and supply chain capacity and the cost of producing in Norway. There is evidence from 
elsewhere in the world that if the industry sees an uncapped incentive scheme as stable, over 
the longer term private and public sector investment is likely to grow the capacity of the 
industry. Consultations for this study reinforce this view for the Norwegian industry, including 
industry suppliers with growth plans in place pending an increase in the incentive budget. 
Examples of this include the growth and investment in production hubs in New Mexico, aligned 
investment in workforce development in Ireland and studio expansion in the UK. 

30)ȭÓ ÖÉÅ× ÉÓ ÔÈÁÔ ×ÈÉÌÅ ÔÈÅ .ÏÒ×ÅÇÉÁÎ ÉÎÄÕÓÔÒÙ ÃÏÕÌÄ ÁÄÊÕÓÔ ÒÅÌÁÔÉÖÅÌÙ ÑÕÉÃËÌÙ ÔÏ Á ÍÏÄÅÓÔ 
increase in incentive level, an uncapped scheme would see the capacity constraints holding 
back any immediate exponential growth. Similarly, this could lead to a cost inflation, which 
would deter productions from overseas and create problems for domestic production. 
Assumptions for the uncapped scenario include: 

¶ Production expenditure grows in line with the stepped increased until 2026. In 2025, the 
uncapped scheme attracts approximately NOK 400 million, rising to NOK 1.4 billion by 
2029 

¶ Between 2019 and 2022, the average Norwegian spend per incentivised production was 
NOK 91 million. This scenario assumes that by the end of 2029, around 12 additional 
productions would be attracted to Norway compared to the business as usual scenario.  

 

 

 
23 Austria uncapped as of 2023 
24 Some have caps on the size of individual projects being funded.  
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4.2.5. Summary of Projected Expenditure and Incentive Payments for each Scenario 

Table 2 Projected Expenditure of Incentivised Productions, NOK million, 2020-2029 (2022 
prices) 

 Year 

Scenario 1: 
Business as 
Usual 

Scenario 2: 
No Incentive 

Scenario 3: 
Stepped 
Increase 

Scenario 4: 
Uncapped, 
Automatic 

2020 376 376 376 376 

2021 369 369 369 369 

2022 180 180 180 180 

2023 124 124 124 124 

2024 243 19 400 400 

2025 243 19 400 400 

2026 243 19 600 800 

2027 243 19 800 1000 

2028 243 19 900 1200 

2029 243 19 1000 1400 

 

Table 3 Projected Annual Incentive Payments, NOK million, 2020-2029 (2022 prices) 

Year  

Scenario 1: 
Business as 
Usual 

Scenario 2: 
No Incentive 

Scenario 3: 
Stepped 
Increase 

Scenario 4: 
Uncapped, 
Automatic 

2020 105 105 105 105 

2021 79 79 79 79 

2022 42 42 42 42 

2023 31 31 31 31 

2024 61 0 100 100 

2025 61 0 100 100 

2026 61 0 150 200 

2027 61 0 200 250 

2028 61 0 225 300 

2029 61 0 250 350 

4.3. Policy Levers for Addressing Additional Objectives 

4.3.1. Introduction  

In addition to the modelling of the four scenarios above, SPI explored and tested with industry 
and policymakers the potential of three design changes to the incentive. Each of these design 
changes are focused on maximising spillover benefits (or minimising spillover costs) of the 
incentive. For each of these, SPI has considered the possible policy mechanism, the pros and 
cons of implementation and the likely impact on production levels. These are listed below: 

1. Boosting green production. The incentive would give preferential treatment to 
applicants who demonstrated and evidenced a commitment to environmentally 
sustainable practice during their production 
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2. Regional spend. The incentive would give preferential treatment to applicants who 
demonstrated and evidenced a production expenditure and opportunities in particular 
regions of Norway 

3. Drama series. The incentive would give preferential treatment to drama series 
applicants. 

When it comes to designing preferential treatment or prioritising a certain type of production 
activity, the three main levers are: 

¶ A higher incentive rate (often ÃÁÌÌÅÄ ȬÁÎ ÕÐÌÉÆÔȭɊ 
¶ Preferential treatment in the selection process (e.g. exemptions or specific budget 

allocations) 

¶ Making compliance a requirement for funding. 

4.3.2. Boosting Green Production 

Norway is recognised, domestically and internationally, as a leading environmentally 
sustainable and conscious nation. Under the Paris Agreement on climate change, Norway has 
made a commitment to reducing greenhouse gas emissions by at least 50%, and potentially to 
55%, by 2030 as compared to 1990. Its target is to be a low-emission society by 2050. This 
ÃÌÉÍÁÔÅ ÐÏÌÉÃÙ ÉÓ ÃÌÏÓÅÌÙ ÌÉÎËÅÄ ×ÉÔÈ %5 ÃÌÉÍÁÔÅ ÐÏÌÉÃÙȟ ÂÅÃÁÕÓÅ ÏÆ .ÏÒ×ÁÙȭÓ %%! !ÇÒÅÅÍÅÎÔ 
and it will co-operate with the EU to meet the 2030 target.  

The ËÅÙ ÄÒÉÖÅÒ ÏÆ ÇÏÖÅÒÎÍÅÎÔ ÐÏÌÉÃÙ ÉÓ ÔÈÅ .ÏÒ×ÅÇÉÁÎ -ÉÎÉÓÔÒÙ ÏÆ #ÌÉÍÁÔÅ ÁÎÄ %ÎÖÉÒÏÎÍÅÎÔȭÓ 
Action Plan.25 4ÈÅ 0ÌÁÎ ÎÏÔÅÓ ÔÈÁÔ ȬÔÈÅ ÐÏÌÌÕÔÅÒ ÐÁÙÓ ÐÒÉÎÃÉÐÌÅ ÉÓ Á ÃÏÒÎÅÒÓÔÏÎÅ ÏÆ ÔÈÅ .ÏÒ×ÅÇÉÁÎ 
policy framework on climate change. Generally, policy instruments should ensure that 
reductions in emission are implemented in a way that leads to the lowest cost to societÙȭȢ 
3ÉÍÉÌÁÒÌÙȟ ÔÈÅ .ÏÒ×ÅÇÉÁÎ -ÉÎÉÓÔÒÙ ÏÆ 4ÒÁÄÅȟ )ÎÄÕÓÔÒÙ ÁÎÄ &ÉÓÈÅÒÉÅÓȭ Green Industrial Initiative 
Roadmap26 ÈÁÓ ÉÔÓ ÇÏÁÌ ȬÔÏ ÍÁËÅ .ÏÒ×ÁÙ Á ÇÒÅÅÎ ÉÎÄÕÓÔÒÉÁÌ ÁÎÄ ÅÎÅÒÇÙ ÇÉÁÎÔ ÂÁÓÅÄ ÏÎ ÏÕÒ 
natural resources, knowledge environments, industrial expertise and ÈÉÓÔÏÒÉÃÁÌ ÁÄÖÁÎÔÁÇÅÓȢȭ )Ô 
should be noted that the vast majority of NorwayȭÓ ÅÌÅÃÔÒÉÃÉÔÙ ÉÓ ÆÒÏÍ ÒÅÎÅ×ÁÂÌÅ ÓÏÕÒÃÅÓȟ 
therefore, the Norwegian film and television sector is also powered largely by green sources, 
including hydroelectric and wind. This is in contrast to competitor locations (many in eastern 
Europe) which have a much higher dependence on fossil fuels. 

30)ȭÓ ÒÅÖÉÅ× ÏÆ .ÏÒ×ÁÙȭÓ ÅÎÖÉÒÏÎÍÅÎÔÁÌ ÐÏÌÉÃÉÅÓ ÆÏÕÎÄ the focus is on reducing industries that 
have a high environmental impact, and further developing those industries that can make a 
positive environmental contribution, such as the offshore wind industry, the maritime industry, 
and the forest industry.  

In the cultural sector there is a MoU between the Ministry of Culture and representative of the 
cultural sector with the shared objective of developing a partnership of climate preservation. 
Currently action on climate is not targeted to specific sectors within the cultural industry and 
as such there is not a specific sustainability policy for the film and television sector. However, 
there is increasing awareness within the Norwegian film and television industry itself, with the 
use of the Norwegian Green Producer Tool, a best practice guide in ecological practice, which 
includes recycling props, sets, minimising travel and using renewable energy.  

The climate crisis and other environmental concerns are becoming increasingly important 
for the global screen sector. Such issues have become more visible, supported by a sector 

 
25 Norway's National Plan related to the Decision of the EEA Joint Committee. Norwegian Ministry of Climate and 
Environment, 25th October 2019. Accessible at: https://www.regjeringen.no/en/dokumenter/norways-national-
plan-related-to-the-decision-of-the-eea-joint-commitee-no-269-2019-of-26-october-2019/id2684252/  
26 The Green Industrial Initiative. Norwegian Ministry of Trade, Industry and Fisheries, 7th September 2022. 
Accessible at: https://www.regjeringen.no/en/dokumenter/roadmap-the-green-industrial-initiative/id2920286/  

https://www.regjeringen.no/en/dokumenter/norways-national-plan-related-to-the-decision-of-the-eea-joint-commitee-no-269-2019-of-26-october-2019/id2684252/
https://www.regjeringen.no/en/dokumenter/norways-national-plan-related-to-the-decision-of-the-eea-joint-commitee-no-269-2019-of-26-october-2019/id2684252/
https://www.regjeringen.no/en/dokumenter/roadmap-the-green-industrial-initiative/id2920286/
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×ÏÒËÆÏÒÃÅ ×ÈÉÃÈ ÅØÐÒÅÓÓ ÓÕÐÐÏÒÔ ÆÏÒ ȬÇÒÅÅÎÉÎÇȭ ÔÈÅ ÉÎÄÕÓÔÒÙȢ 4ÈÅ ÒÉÓÉÎÇ ÐÒÏÆÉÌÅ ÈÁÓ ÌÅÄ ÔÏ Á 
myriad of different approaches and tools for improving the environmental credential of film 
and television production.  

The European Film Commissions Network feature over thirty different tools, measures, 
ÐÒÏÊÅÃÔÓ ÁÎÄ ÁÐÐÒÏÁÃÈÅÓ ÆÏÒ ȬÇÒÅÅÎ ÆÉÌÍÉÎÇȭȟ ÃÏÖÅÒÉÎÇ ÉÎÄÉÖÉÄÕÁÌ ÃÏÕÎÔÒÉÅÓ ɉe.g., a Manual of 
Green Filming for the Czech industry), to pan-Europe programmes and platforms27. In the 
United States, the Green Production Guide28 is a partnership of many of the large studios which 
provides tools, resources and access to suppliers that help producers reduce their 
ÅÎÖÉÒÏÎÍÅÎÔÁÌ ÆÏÏÔÐÒÉÎÔȢ .ÅÔÆÌÉØ ÈÁÓ Á ÐÕÂÌÉÃ Ȭ.ÅÔ :ÅÒÏ Ͻ .ÁÔÕÒÅȭ29 commitment which includes 
production as well as its streaming and content delivery. In the UK the Albert Sustainable 
Production Certification aims to unite the production sector around a strategy to achieve zero-
carbon, zero-waste.30 There are similarities to all these approaches, although there is not full 
ÃÏÎÖÅÒÇÅÎÃÅ ÏÎ ÔÈÅ ÁÐÐÒÏÁÃÈ ÏÒ ÅÖÅÎ Á ÄÅÆÉÎÉÔÉÏÎ ÏÆ ȬÇÒÅÅÎ ÐÒÏÄÕÃÔÉÏÎȭȢ 

Despite the activity in other areas, there are few examples globally of using film and 
television incentive policy to improve the environmental practices of productions or to 
attract green productions. Where green production is included in incentive design, it is in a 
light-touch way. The Norwegian film and television incentive is already one of the few 
incentives globally with environmental sustainability within its selection terms; applicants are 
ÒÅÑÕÉÒÅÄ ÔÏ ÐÒÏÖÉÄÅ Á ÓÕÓÔÁÉÎÁÂÉÌÉÔÙ ÐÌÁÎ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÉÎÃÅÎÔÉÖÅȭÓ ÃÕÌÔÕÒÁÌ ÔÅÓÔȢ  /ÔÈÅÒ ÅØÁÍÐÌÅÓ 
include Thailand, where applications can be nullified with immediate effect if the production is 
determined to have created a negative impact on the environment; Germany, where 
applicants must include a carbon footprint audit, compiled using a suitable carbon footprint 
calculator and Austria, where the new incentives offer a 5% uplift for those meeting 
environmental standards.31 

There are practical challenges in implementing preferential treatment (in terms of scoring 
or uplifts) for green production. The first is defining what is ÍÅÁÎÔ ÂÙ ȬÇÒÅÅÎ ÐÒÏÄÕÃÔÉÏÎȭȟ ÆÏÒ 
instance it could be in terms of carbon emission per production day or per unit of expenditure. 
The second is determining the right level to set the standard at; too low and it will not lead to 
change, and if it is too high will put off producers. The third is ensuring data is collected and 
monitored by the productions. Currently there is no standardised carbon calculator data for 
productions in Norway (incentivised or otherwise), which means it is difficult to design the 
appropriate intervention. Increasing the complexity of the requirements around green 
reporting could make the scheme less attractive to international productions.  

Overall, there is a clear trend of increasing attention to environmental factors and SPI 
predicts this becoming more important in the years to come, as governments and 
businesses work towards the Paris Agreement targets. It is a central area of policy that the 
MOC should be considering in the longer term. A commitment to green production may 
represent a useful marketing advantage when attracting productions from global streamers 
increasingly concerned with environmental impact. However, at this time, SPI does not advise 
implementing a green production clause within the incentive, an uplift or preferential 
treatment. This is because of the complexities in designing an effective green production 
incentive policy, as well as the risk of deterring applications based on overly complex 
requirements for producers. SPI recommend first collecting better evidence of the current 

 
27 European Film Network. Accessible at: https://eufcn.com/green-filming/ 
28 Green Production Guide. Accessible at: https://www.greenproductionguide.com/  
29 Net Zero + Nature: Our Commitment to the Environment. Netflix, 30th March 2021. Accessible at: 
https://about.netflix.com/en/news/net-zero-nature-our-climate-commitment   
30 Albert. Accessible at: https://wearealbert.org/  
31 !ÕÓÔÒÉÁȭÓ ÉÎÃÅÎÔÉÖÅ ÕÐÌÉÆÔ ÃÁÍÅ ÉÎÔÏ ÅÆÆÅÃÔ ÏÎ Χst January 2023, so effect on demand and achieving environmental 
outcomes cannot yet be assessed. 

https://www.greenproductionguide.com/
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environment impact of the sector, ensuring national environmental regulation is appropriate 
for the industry and using other methods (such as funding, training, and guidance) to build a 
strong offer around green production for the international industry. 

4.3.3. Regional Development Focus 

Regional development and distribution of economic activity and population is a key focus 
of Norwegian national and EEA economic policy. The underlying rationale is to ensure 
effective public services in the regions, as well as support business activity and residency (and 
population stabilisation) across Norway, especially outside the greater Oslo region and within 
rural areas.  

The transfer of decision-making powers from national to regional institutions has long been on 
the political agenda. This was amplified with the 2016 White Paper on regional policies.32 

This is reflected in .ÏÒ×ÁÙȭÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÓÅÃÔÏÒ ÂÙ the presence of several regional film 
commissions, film centres and Regional Film Funds, in addition to its national film and 
television agencies, such as the Norwegian Film Institute (NFI) and the Norwegian Film 
Commission. There are five regional film commissions, covering eastern Norway, western 
Norway, Trøndelag, northern Norway, and Oslo. Each of these film commissions facilitates 
production in their respective regions, and work in collaboration with the national film 
commission. 

The Regional Film Funds and regional film commissions have developed gradually, driven by 
local and regional initiatives.33 They have different profiles, but their main function is the 
training and management of financial support to makers of documentary and short films and 
data games. The centres are co-financed by the NFI and regional councils. The Regional Film 
Funds are financed by the national parliament, but there is requirement for regional co-
financing for the projects/films they invest in.  

In select few cases, the Regional Film Funds have participated in projects with financing from 
the incentives scheme, however this is rare. 

Currently incentivised production is concentrated in location shoots in west of Norway, 
and through businesses based in the Oslo region. The location of film and television 
businesses broadly reflects this pattern. Consultation evidence indicates that much of the 
rest the country (including the northern and Trøndelag parts of Norway) is not seeing the 
benefit of production expenditure from large incentivised international production and/or 
co-productions. This pattern reflects the dominance of the Oslo based industry, as well as 
limitations in infrastructure, crew, and suppliers in other parts of the country, as well as higher 
cost base in some other areas, less public sector support and/or connections within an area.  

There is no comprehensive data currently available on production and related expenditure 
in regional locations. Therefore, it is difficult to assess the current pattern and change over 
time in the pattern of regional spend. SPI recommends that NFI, in partnership with the 
regional film commissions and Regional Film Funds, track regional expenditure from 
incentivised productions to inform future policy decision-making. 

It is within this context, that the MOC commissioned SPI to assess the potential for the 
incentive to increase regional film and television production expenditure. Supporting regional 
development within the film and television sector is an appropriate and justifiable policy 
objective.  

 
32  Urban sustainability and rural strength ɀ in brief ɂ Meld. St. 18. Government of Norway, 17th February 2017. 
Accessible at: https://www.regjeringen.no/no/dokumenter/meld.-st.-18-20162017/id2539348/  
33 "For eon neve dollar mer" Eni evaluering av den statlige støtten til regionale filmfond. Ryssevik. Justin and Turid 
Vaage 2011. Accessible at: https://www.ideas2evidence.com/nb/publications/evaluering-av-regionale-filmfond  
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There is some precedence for incentives encouraging regional production activity 
elsewhere in the world. In Ireland, for instance, the national incentive offers an additional 2% 
ȬÕÐÌÉÆÔȭ ÆÏÒ ÐÒÏÊÅÃÔÓ ÓÕÂÓÔÁÎÔÉÁÌÌÙ ÐÒÏÄÕÃÅÄ ÉÎ ÔÈÅ ÒÅÇÉÏÎÓ ÏÕÔÓÉÄÅ $ÕÂÌÉÎȾ7ÉÃËÌÏ× ÁÎÄ #ÏÒË #ÉÔÙ 
and County. This has proven popular, although it is too early to determine overall effectiveness 
and regional impact and the regional uplift has been combined with other regional funding 
mechanisms. Similarly, ÔÈÅ )ÒÅÌÁÎÄȭÓ ÒÅÇÉÏÎÁÌ ÕÐÌÉÆÔ ÉÓ ÂÕÉÌÔ ÏÎ ÁÎ ÕÎÃÁÐÐÅÄ ÉÎÃÅÎÔÉÖÅ ÐÏÌÉÃÙ ÔÈÁÔ 
has been key in developing the overall Irish industry into the strong position it has today. 
Croatia currently has a regional uplift which is being phased out34. Arguments in favour of 
preferential treatment for regional production include levelling the playing field, as regional 
production can incur higher costs (via transport and accommodation requirements) and also 
enabling regional areas to benefit from the workforce development and infrastructure 
investments that emerge from a growing industry. 

However, on balance, prioritising or providing an additional incentive to regional 
production would not be advisable at this time. First, it is unlikely that a relatively small 
incentive uplift is likely to sway production location decisions significantly. The most important 
decision factor for international productions is locations (see chapter 3.7), while the most 
critical limiting factor for international production is their ability to access the incentive. 
Therefore, tweaks within the incentive rate are unlikely to influence production decisions. 
Second, there are supply and capacity constraints within the regional industries. The crew- 
base and supply chains would need to be further developed before it could facilitate large 
international productions in a sustainable way.  

30)ȭÓ assessment is that prioritisation of regional spend in Norway should only be 
considered once the industry is in a stronger position supported by a larger incentive 
budget allocation. 

Film and television tax incentives are not the only way to grow regional industries. In the UK, 
where there is an established, uncapped incentive, there has been significant growth in 
regional production in hubs such as Bristol, Leeds, and Cardiff, despite regional spend not 
being given preferential treatment within the incentive structure. The success here lies in the 
rapid expansion of production around London and the southeast of England (supported by a 
stable and significant incentive), rippling out into the regions. Accompanying policies for 
workforce and infrastructure investments in regional hubs and via sector development 
organisations like the British Film Institute (BFI), has also contributed. Another model is found 
in Finland and Australia which has a national incentive with no regional uplift but there are 
several regional funds which offer top-up incentives.  

In Norway, there is an existing structure of Regional Film Funds, film centres and film 
commissions, which are well-positioned to make targeted investments into production 
(including top-up incentives), crew training and infrastructure to address specific issues within 
the local industry. This devolution of power and resources to regions aligns with the Norwegian 
ÁÐÐÒÏÁÃÈ ÔÏ ÒÅÇÉÏÎÁÌ ÐÏÌÉÃÙ ÍÁËÉÎÇ ÁÎÄ 30)ȭÓ ÁÓÓÅÓÓÍÅÎÔ ÉÓ ÔÈÁÔ ÔÈÉÓ ÓÈÏÕÌÄ ÂÅ ÔÈÅ ÐÒÉÍÁÒÙ 
mechanism for regional development in the sector at this stage.  

4.3.4. Drama Series 

There is precedence for preferential treatment for drama series in production incentives in 
other jurisdictions. The underlying arguments for these preferential measures relate to 
enhanced spillover effects compared to feature films. The justification is that the production 
of a drama series is more likely to establish itself within a location for an extended time, 

 
34 The first Kvarner film meetings: HAVC proposes strengthening the Incentive Program in favour of domestic 
production; MKiM welcomes the idea. Croatian Audiovisual Centre, 4th April 2022. Accessible at: 
https://havc.hr/infocentar/novosti/prvi-kvarnerski-filmski-susreti-havc-predlaze-osnazivanje-programa-poticaja-u-
korist-domace-proizvodnje-mkim-pozdravlja-ideju  
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shooting multiple episodes and series based around a establish story or location ɀ rather than 
for a few scenes of a feature film. This extended production period means continued 
production activity and related expenditure. Similarly, local cast and crew are given the 
opportunity to be more involved in the whole value-chain in series than in features. In addition, 
globally, much of the recent growth in the industry has been driven by high budget drama 
series, with jurisdictions looking for ways to capitalise on this growth. 

New Mexico, which contains one of the top production hubs in the United States (and attracted 
over $850 million in production expenditure in fiscal year to June 202235), is an example of 
preferential treatment for drama series. Under the New Mexico incentive, series television and 
stand-alone pilots receive an additional 5% uplift (in addition to the 25% base rate) on 
production expenditure. This adds to the suite of incentives aimed at large producers and 
global streamers who are investing in large scale developments in New Mexico (e.g., Netflix 
and NBCUniversal). They are attracted by the production incentive (which in some cases in 
uncapped) and aligned incentives to invest in studio construction. 

There are reasons to question the policy aim of supporting drama series over feature film  
and whether it will effectively lead to the desired outcome of increased production activity and 
more spillover effects in Norway. First, arguably it is repeat production, rather than the format 
that creates wider spillover effects. Norway has successfully attracted repeats from high profile 
feature films, including the Mission: Impossible franchise. It may be a more appropriate policy 
to use an Icelandic model in which productions that stay longer and use more local resources 
(regardless of whether it's a drama or a feature) receive a higher uplift. Second, a preference 
for one format over anotÈÅÒ ÃÏÕÌÄ ÁÄÖÅÒÓÅÌÙ ÁÆÆÅÃÔ ÔÈÅ ÉÎÄÕÓÔÒÙȭÓ ÅÃÏÓÙÓÔÅÍȢ 4ÈÅ .ÏÒ×ÅÇÉÁÎ 
industry is dynamic and evolving rapidly, setting up preferential treatment for one format over 
another may inherently limit competitiveness of the incentive in the international market, as 
well as limit cross format innovation opportunities. Similarly, the feature film industry across 
Europe has been struggling compared to series, so such a policy could potentially further 
emphasise these challenges.  

In the absence of any preferential treatment, the incentive is already attracting and 
enabling drama series to be produced in Norway, with an even split between feature film 
and drama series being supported by the Norwegian film and television incentive. Between 
2016 and 2022, the incentive supported 13 feature films and 12 drama series. This aligns with 
incentive payments, where half (51%) of the incentive payments go to feature films and half 
(49%) to drama series. The split between format varies between years as shown in Figure 15 in 
chapter 3.5. In fact, in recent years there has been more international drama series being 
funded by the programme, with the NFI recently announcing that two of the five productions 
funded for 2023 are drama series ɀ Succession and The Last of Us. This bucks the trend noted 
by Oslo Economics in their 2014 assessment of the incentive scheme.36 

Therefore, overall, prioritising drama series production is likely to have a limited impact on 
overall production expenditure and the spillover benefits. Expenditure by incentivised 
international drama productions is already increasing without any preferential treatment and 
a raise in the overall incentive budget allocation would allow more drama series to be shot in 
the country without additional complexity for incentive applicants. 

  

 
35 Ȭ#ÌÅÁÎÉÎÇ ,ÁÄÙȟȭ .ÅÔÆÌÉØȟ /ÔÈÅÒ "ÉÇ 0ÌÁÙÅÒÓ +ÅÅÐ .Å× -ÅØÉÃÏ 0ÒÏÄuction on Growth Curve. Variety, 29th November 
2022. https://variety.com/2022/film/spotlight/new-mexico-1235444573/  
36 Utredning av insentivordninger for film- og TV-produksjon. Oslo Economics, 10th April 2014. Accessible at: 
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-
produksjon/id757435/  

https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-produksjon/id757435/
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-produksjon/id757435/
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5. ECONOMIC IMPACT ANALYSIS 

5.1. Overview of Methodology  

Economic Impact Analysis uses an Input-Output (I-O) approach. It uses estimated and forecast 
production expenditure data to drive a specially developed economic model. The model uses 
national data sources from Statistics Norway, the national statistics authority in Norway and 
from OECD, to model the interconnections between the film and television production 
industry and other industries, and the relationships between key metrics, including as output, 
Gross Value AÄÄÅÄ ɉȰGVAȱɊ and Full-Time EÑÕÉÖÁÌÅÎÔ ɉȰFTEȱɊ jobs.  

The methodology and the results presented here builds directly on the work undertaken in 
Norway by SPI, updating, and improving the method used.  The methodology is based on a 
large number of sector studies SPI has undertaken around the world and it is consistent with 
international best practice, including studies in the UK, many US states, New Zealand, 
Australian and within Europe. See chapter 15.2 for examples. In addition, it is the approach 
recommended by Ernst & Young in its Best Practice Guide for Evaluating the Effectiveness of 
State Film Tax Credit Programs37. 

The economic impact methodology does not directly feed into the Cost-Benefit Analysis 
(chapter 10) as many of the economic benefits identified here cannot be included in a CBA due 
to assumptions about the substitution of labour. Nonetheless, the results presented in this 
chapter are included as part of the suite of evidence for policymakers and also to provide an 
approach that is consistent with practice around the world.  

To calculate the total economic impact, SPI calculated and summed the following three 
effects:   

¶ Direct impacts of the economic effects in terms of the output, value created (GVA) and 
jobs within the film and television firms resulting from production expenditure 

¶ Indirect impacts of the economic effects in terms of the output, value created (GVA) and 
jobs observed in sectors that supply goods and services into the film and television 
production sector 

¶ Induced impacts of the economic effects in terms of the output, value created (GVA) and 
jobs supported because of the wage effects of those working in the film and television 
production sector.  

The approach is based on the estimated forecast expenditure in relation to four different 
scenarios, as detailed in chapter 4.2: 

¶ Scenario 1 ɀ Business as usual 
¶ Scenario 2 ɀ No Incentive 

¶ Scenario 3 ɀ Stepped increase, automatic incentive  

¶ Scenario 4 ɀ Uncapped, automatic incentive. 

As with any study of this nature there are limitations to the methodology and the practical 
application of the methodology. In addition, Input-Output modelling relies on a static model 
which assumes no supply side constraints, constant return to scale and a fixed input structure. 
There are also some gaps in information and there may be some sensitivity around some of the 
assumptions used such as the self-reported nature of the additionality survey.  

A full detailed methodology can be found in chapter 12, Appendix 1. 

 

 
37 Evaluating the Effectiveness of State Film Tax Credit Programs. Ernst & Young. https://deadline.com/wp-
content/uploads/2012/05/motion-picture-assoc-film-credit-study__120510071748.pdf  

https://deadline.com/wp-content/uploads/2012/05/motion-picture-assoc-film-credit-study__120510071748.pdf
https://deadline.com/wp-content/uploads/2012/05/motion-picture-assoc-film-credit-study__120510071748.pdf
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5.2. Impact of Incentive 2020 to 2023 

To date the Norwegian film and series incentive has had a reasonable economic impact 
regarding the main economic measures and a strong Return on Investment. 

The results38 presented in this chapter are the combined impact of the incentive for the four 
years between 2020/21 and 2023/24 unless otherwise stated. 

Between 2020/21 and 2023/24, the incentive in Norway has contributed a total of NOK2.1 
billion in economic output (Figure 21). This includes NOK967 million in direct output, NOK 638 
million in indirect and NOK 498 in induced output. In terms of GVA, the incentive contributed 
a total of NOK 848 million (Figure 22). This is broken down into NOK 390 million of direct GVA, 
NOK 257 million in indirect and NOK 201 million in induced GVA.

Figure 21 ɀ Output Supported by the 
Incentive 2020/21 to 2023/24 (NOK 
million, real) 

 

Figure 22 ɀ GVA Supported by the 
Incentive 2020/21 to 2023/24 (NOK 
million, real)  

 
 

 

 

 

The incentive is responsible for supporting 69 direct FTE jobs in 2023/24, 46 indirect and 36 
induced FTE jobs (Figure 23).  

 
38 Figures presented in this chapter ÁÒÅ ÃÏÎÓÉÄÅÒÅÄ ȰÎÅÔȱ ÖÁÌÕÅÓȟ where additionality has been considered when 
analysing the data.  
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Figure 23 ɀ FTE Jobs Supported by the 
Incentive 2023 

 

 
 

 

 

 

 

The ROI is a measure of how much economic value (or GVA) is created per NOK 1 million of 
investment in the production incentive39. The ROI figures displayed in Figure 3 show the 
substantial GVA ROI of the current incentive with each NOK 1 million invested; a return of NOK 
2.1 million in direct GVA, NOK 1.4 million in indirect GVA, and a further NOK 1.1 million in 
induced GVA, creating a combined ROI of 4.7 (figures do not sum due to rounding).  

Figure 24 ɀ Economic Return on Investment 

 

5.3. Impact of Scenarios: Output  

An increase in the annual budget for the incentive will have a notable uplift  in the total 
output from film and television productions. As shown in Figure 25, a stepped increase in 
annual budget (i.e., scenario 3) will create nearly three times the level of total cumulative 
output for the years 2024-2029, creating NOK 8,920 million in output, compared to the 
business as usual option (i.e., scenario 1) of NOK 3,170 million. In the case of an uncapped, 
automatic scheme (i.e., scenario 4), SPI calculates that there will be over x3.5 the total 
cumulative output over the same period (compared to scenario 1), creating NOK 11,310 million 
in output. In the absence of an incentive (i.e., scenario 2), the total cumulative output for the 
same period will be significantly less, at NOK 250 million. Figure 25 also illustrates that direct 
output contributes just less than half the total impact.   

 
39 4ÈÅ ȬÉÎÖÅÓÔÍÅÎÔȭ ÉÓ ÅÓÔÉÍÁÔÅÄ ÔÏ ÔÈÅ ÔÏÔal cost of the incentive payments, minus the direct tax receipts which 
result from the production activity. 
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Table 11 in the appendix (chapter 12.2) provides a breakdown of the cumulative output for each 
scenario by year. 

Figure 25 ɀ Cumulative Output , 2024-2029, NOK million (2022 prices) 

 

5.4. Impact of Scenarios: GVA 

GVA associated with incentivised productions would be significantly higher with an uplift 
in the annual budget for incentives. As shown in Figure 25, a stepped increase in annual 
budget (i.e., scenario 3) will create nearly three times the level of total cumulative GVA for the 
years 2024-2029, creating NOK 3,600 million in GVA, compared to the current level (i.e., 
scenario 1) of NOK 1,280 million. In the case of an uncapped, automatic scheme (i.e., scenario 
4), SPI calculates that there will be over x3.5 the total cumulative GVA over the same period, 
creating NOK 4,560 in GVA. In the absence of an incentive (i.e., scenario 2), the total 
cumulative GVA for the same period will be significantly less, at NOK 100 million. Figure 26 
also illustrates that the total GVA will be chiefly created through direct GVA, followed by 
indirect GVA, and then induced GVA. 

Table 11 in the appendix (chapter 12.2) provides a breakdown of the cumulative GVA for each 
scenario by year. 
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Figure 26 ɀ Cumulative GVA, 2024-2029, NOK million (2022 prices) 

 

5.5. Impact of Scenarios: FTE Jobs 

An increase in the annual budget for the incentive would lead to a significant uplift  in the 
total FTE jobs supported by incentivised film and television productions. As shown in Figure 
27, a stepped increase in the annual budget (i.e., scenario 3) will mean by the year 2029, over 
four times the amount of total FTE jobs will be supported by incentivised production than 
under a business as usual scenario, accounting for 1,320 FTE jobs compared to 320 FTE jobs. 
These figures include direct jobs within production companies, activity in the supply chain and 
the impact of spending of wages in the economy. 

In the case of an uncapped, automatic scheme (i.e., scenario 4), SPI calculates that there will 
be over x5.5 the amount of total FTE jobs supported by the incentive (1,850 FTE jobs). In the 
absence of an incentive (i.e., scenario 2), SPI predict a notable drop in FTE jobs associated with 
in-coming international productions, to 30 FTE jobs in 2029. 

Table 11 in the appendix (chapter 12.2) provides a breakdown of the projected FTE jobs 
supported for each scenario by year. 

Figure 27 ɀ FTE Jobs Supported by Incentivised Productions for 2029 (direct, indirect,  and 
induced)  
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In scenarios 3 and 4, the number of FTE jobs supported by the incentive is forecast to grow 
significantly over the time period; from 160 in 2023 to between 1,320 and 1,850 in 2028 ɀ see 
Figure 28. 

Figure 28 ɀ Total FTE Jobs Supported by Incentivised Productions for 2029 

 

5.6. Return on Investment 

The GVA Return on Investment (ROI) is a measure of how much economic value (GVA) is 
created per NOK 1 million of investment in the production incentive. The ȬÉÎÖÅÓÔÍÅÎÔȭ ÉÓ 
estimated to be the total cost of the incentive payments, minus the direct tax receipts which 
result from the production activity.  

To calculate the ROI, the production expenditure which is forecast to happen in the absence of 
the incentive (in this case scenario 2) is subtracted from the forecasts for the other scenarios; 
this is so the ROI calculates the additional activity generated by the incentive. 

30)ȭÓ Ãalculations show a positive and significant return on investment for all incentives (Figure 
29). The Business As Usual incentive has a total ROI of 4.5, which means that for each NOK 1 
of invested in the scheme, returns NOK 4.5 in terms of GVA uplift.   

As the allocated incentive grows, so does the ROI although at a diminishing rate, meaning the 
difference between the ROI between scenario 3 and scenario 4 is very small (masked by 
rounding). The underlying relationships between the incentive payment, expenditure and GVA 
generated within the economic model are linear. The differences between the ROI figures are 
as a result of the base case (scenario 2), which is netted off, becoming a smaller proportion of 
the impact as the incentive and expenditure rises.   
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Figure 29 ɀ GVA Return on Investment, 2024-2029 
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6. WORKFORCE AND COMPETENCE DEVELOPMENT 

6.1. Introduction  

In addition to the economic and cultural value, film and television production provides hugely 
valuable opportunities for workforce and competence development. Combined with, or as an 
alternative to formal college and university training, aspiring and established cast and crew can 
gain first-hand experience on real life projects, gaining skills, exposure, and credentials for their 
own portfolio. These jobs are highly skilled, highly paid and mobile, with previous SPI analysis 
suggesting that production employment is often highly satisfying and meaningful.  

This chapter provides an assessment of the extent to which the Norwegian incentive is having 
an impact on the domestic film and television workforce, including how the current incentive 
design and wider industry factors might be limiting this impact. 

6.2. .ÏÒ×ÁÙȭÓ &ÉÌÍ ÁÎÄ 4ÅÌÅÖÉÓÉÏÎ 7ÏÒËÆÏÒÃÅ 

The Norwegian film and television workforce consists of talented professionals including 
actors, directors, producers, screenwriters, cinematographers, and editors. The industry is 
supported by the NFI and the Regional Film Funds, which provide funding and resources for 
local productions. The country has a strong tradition of storytelling and a thriving film and 
television industry, producing both commercial and art house content. Norway is also known 
for its innovative use of technology in film and television production. 

Norwegian film and television have received international recognition, with several films 
and shows winning awards at major film festivals and receiving critical acclaim. The Worst 
Person in the World ɉΨΦΨΧɊ ×ÁÓ ÎÏÍÉÎÁÔÅÄ ÆÏÒ ÔÈÅ 0ÁÌÍÅ Äȭ/Ò ÁÔ the 2021 Cannes Film Festival, 
and Best Foreign Language Film and Original Screenplay at the 2022 Academy Awards; Kon-
Tiki (2012) was nominated for the Academy Award for Best Foreign Language Film; while 
Norsemen (2016) received significant critical acclaim, both domestically and abroad. On the 
international front, the producers of major Hollywood films such as No Time to Die (2021), 
Mission: Impossible ɀ Fallout (2018), and Dune (2021) have all chosen Norway as production 
locations, supported by the Norwegian workforce. Norway is known for its distinctive visual 
style and its commitment to producing high-quality content. The NFI provides support through 
grants for the development, production, and distribution of films, as well as promoting the 
country's film and television industry internationally. 

Over the last decade, the Norwegian film and television industry has steadily grown, with 
a stream of local and international co-productions. This has been through a combination of 
enhanced public investment, such as through the establishment of the NFI, Regional Film 
Funds and film commissions, as well as a global uplift in film and television production (see 
chapter 2.4,1).  

Despite this steady industry growth, there are prevailing challenges around a ȬÂÒÁÉÎ ÄÒÁÉÎȭ, 
both within Norway  to other sectors and to more populated regions, as well as to an 
increasing number of competing international markets. This has led to capacity issues 
within specific roles, especially in more senior positions, such as Heads of Departments. 
Aspiring domestic filmmakers in more rural locations often see the need to relocate, typically 
from the Midgard and Northern parts of Norway to Oslo and the surrounding areas for work 
opportunities. Similarly, many consultees observed that Norway is losing talent to nearby 
markets, where there are more consistent and higher levels of production activity, to gain 
experience and employment; for example Ireland, UK, Czech Republic, and other countries in 
the Nordic region. The upshot of this is that inward productions frequently bring in their own 
cast and crew. 

There has been a growing focus on diversity and inclusion, both on and off-screen. This 
includes initiatives by the NFI, where applicants for production, promotion and distribution 
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grants are required to fulfil a diversity standard. The standard includes demands for inclusion 
and representativeness on-screen and behind the camera. Similarly, the NFI has introduced 
mandatory reporting for producers on the diversity and inclusion of their supported 
productions. The aim is that producers are encouraged, at an early stage, to make conscious 
choices in terms of relevance, audience orientation and sustainability.  

6.3. .ÏÒ×ÁÙȭÓ &ÉÌÍ ÁÎÄ 4ÅÌÅÖÉÓÉon Training Provision 

Norway has a variety of training provisions in place to develop its film and television 
workforce. These include specialist higher education programmes (Table 4), professional 
development programmes, and on-the-job training within productions. 

Table 4 %ØÁÍÐÌÅÓ ÏÆ .ÏÒ×ÁÙȭÓ (ÉÇÈÅÒ %ÄÕÃÁÔÉÏÎ %ÓÔÁÂÌÉÓÈÍÅÎÔÓ 3ÐÅÃÉÁÌÉÓÉÎÇ ÉÎ #ÏÕÒÓÅÓ 
Related to Film and Television Production 

Higher Education Establishment  Location Number of Students 

The Westerdals Department of Film 
and Media 

Oslo 500 

The Norwegian Film School Lillehammer & Oslo 108 

The Nordland School of Arts and Film Kabelvag, Nordland 15 

 

Formal training from higher education establishments is still the most common route into 
the film and television industry. A significant proportion of entrants into the film and television 
sector are graduates from higher education courses, particularly in above-the-line or other 
non-craft roles. Norway has a diverse range of offerings on this front, with higher education 
institutions providing courses with their own distinct structures and approaches. 

The School of Arts, Design and Media, at Kristiania University College in Oslo is the largest 
artistic education department in Norway. Amongst its offerings is the Westerdals Department 
of Film and Media, with around 500 students and 35 employees. Each year, hundreds of 
students graduate, with a high percentage going straight into employment in the sector. Due 
to its size, the department is able to cover most parts of the creative value chain of production, 
offering students a range of  insights into the demands of filmmaking.  

The Nordland School of Arts and Film is a much smaller course with a markedly different 
approach. It offers a bachelorȭs programme  that enables students to work as independent 
filmmakers through their own artistic practice, practical experience, and critical reflection. The 
course treats filmmaking education as a guided, interactive, exploratory process, with learning 
through experience as its core focus, supplemented by workshops and lectures from 
internationally acclaimed filmmakers sharing ideas and methods. Given its relatively small size, 
with 15 students admitted a year, the course is able to offer more freedom of learning than is 
standard and a high proportion of students go on to make their own small independent films. 
The course is unique, not just in Norway, but amongst filmmaking courses internationally. 

The Norwegian Film School has ΧΦή ÓÔÕÄÅÎÔÓȢ 4ÈÅ ÂÁÃÈÅÌÏÒȭÓ ÄÅÇÒÅÅ ÐÒÏÇÒÁÍÍÅ ÉÓ ÌÏÃÁÔÅÄ ÉÎ 
,ÉÌÌÅÈÁÍÍÅÒȟ ×ÈÉÌÅ ÔÈÅ ÍÁÓÔÅÒȭÓ ÄÅÇÒÅÅ ÐÒÏÇÒÁÍÍÅȟ ÔÈÅ ÆÅÌÌÏ×ÓÈÉÐ ÐÒÏÇÒÁÍÍÅ ÁÎÄ ÔÈÅ 
continuing and further education programmes are located in Oslo. The school is highly 
regarded with the vast majority of students entering the sector, including several alumni going 
on to receive significant accolades and many going on to work as heads of department. The 
school takes a holistic approach to teaching, incorporating experiential learning, situational 
learning and project-based learning, with faculty who themselves are active in the industry. 
Students divide their time between working on projects and in workshops. 
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Shorter, more targeted training provisions also exist in Norway. For example, the 
Norwegian Film Institute offers training programmes such as UP 2.0, a development 
programme for under-represented filmmakers in the Norwegian film and television industry. 
The programme lasts 18 months and allows 12 promising filmmakers the chance to get access 
to relevant professional and personal development through workshops, training, process-
meetings, and coaching. Additionally, shorter courses, workshops and other training events 
often arise across Norway for young people. These are offered through various providers, such 
as the Norwegian Film Institute, production companies, and regional film commissions. 
Opportunities also exist for training programmes that run as an adjunct to ongoing 
productions, whereby crew are provided formal on-the-job training within productions (see 
chapter 6.4 for a further discussion). 

However, Norway lacks a comprehensive, coordinated strategy at the national level for 
increasing the quality, and particularly depth, of its workforce. Existing workforce 
provisions are not overseen in a co-ordinated way, with a lack of ÆÏÃÕÓ ÏÎ ÄÅÖÅÌÏÐÉÎÇ .ÏÒ×ÁÙȭÓ 
overall workforce such that it would be sufficiently prepared for potential increases in demand. 
As well as training existing crew, an important function of this is ensuring a sufficient pipeline 
of new crew into the industry, particularly for craft, technical and specialist roles, areas where 
film schools are less likely to be of significant benefit. The range of roles required for production 
is highly varied, in many cases relying on skillsets that are distributed across demographic 
groups, regions and qualification levels. Several other countries have been putting structures 
in place alongside incentives to ensure the strength of their crewbases, including recruiting 
crew with transferable skills from declining sectors.40  

6.4. Effect of the Incentive on Skill Development, Training and Related Career 
Opportunities 

Along with formal training provision, an important source of skill and competence 
development comes from the experience of being employed on larger, commercial 
productions that are typically attracted to a market by an effective incentive. Such knowledge 
transfer allows crew to put their training into practice and exposes them to additional 
filmmaking demands that may not necessarily be captured in a formal training environment. 
Often crew can develop their skills rapidly under these conditions. They are also able to add 
internationally known productions to their CVs to help attract future work. In some cases, more 
formal training components are also included as an adjunct to the production process.  

In Norway, as with other territories, the existence of large-scale international production 
provides unique development opportunities over and above those present in domestic 
productions. Along with simply adding to the volume of production experience opportunities, 
these productions have distinct development opportunities, as they require very high 
standards of professionalism and efficiency, as well as incorporating cutting edge techniques 
and working methods.  

These productions also enable learning due to the highly experienced crew brought in from 
elsewhere to work alongside Norwegian crew, as well as fostering network building across 
borders. Additionally, more specialised or craft roles, such as those within set design, props, 
and visual effects may not exist in smaller productions, and crew working in these areas rely 
more heavily on larger productions. Of the survey of 11 incentivised productions, ten provided 
training opportunities for Norwegian crew. This included one production that initially brought 

 
40 How Europe is addressing skills shortages to keep up with the production boom. Screen Daily, 2nd April 2019. 
Accessible at: https://www.screendaily.com/features/how-europe-is-addressing-skills-shortages-to-keep-up-with-
the-production-boom/5138054.article 
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Norwegian film and television workforce in as junior roles into all departments, and with 
increasing responsibility they are now working as heads on production.  

Another production did not have an official training programme for Norwegian crew, but 
largely worked with the same crew across the three shoots, providing ongoing work and skill 
opportunities.  

Being exposed to this level of feature film production is in itself a learning experience. I 
have seen the Norwegian crew develop and understand the requirements and skills 

needed for this level of film making. 

Larger international incentivised productions do not tend to hire Norwegian crew across 
the broad spectrum of available crew roles, but rather within specific, more junior roles. They 
bring in their own directors and writers, as well as other heads of department. Additionally, 
whilst the incentive has had some impact in increasing the prevalence of these development 
opportunities, its impact has been limited due to the relatively low volume of international 
incentivised production in Norway. For most crew, the opportunity to work on these types of 
productions is rare and many have never had the opportunity to do so. The problem is more 
acute in some regions than others, with crew in Northern Norway notably unlikely to have 
worked on incentivised productions.  

Similarly, the number of incentivised productions is very low, especially compared to other 
jurisdictions. This low base is limiting the extent to which these productions can serve as a 
meaningful source of employment for Norwegian crew. Due to the freelance nature of crew 
roles, a threshold of consistency and continuity of work is important. With the current volume 
of incentivised productions, this threshold is not being met. Even foÒ ÍÅÍÂÅÒÓ ÏÆ .ÏÒ×ÁÙȭÓ 
workforce who are able to secure positions on these productions, the lack of volume means 
ÔÈÁÔ ÔÈÅÙ ÃÁÎÎÏÔ ÂÅ ÒÅÌÉÅÄ ÕÐÏÎ ÁÓ Á ÃÏÎÓÉÓÔÅÎÔ ÃÏÍÐÏÎÅÎÔ ÉÎ ÉÎÄÉÖÉÄÕÁÌÓȭ ÒÏÔÁÔÉÏÎÓ ÏÆ ×ÏÒËȢ 

The type and scale of incentivised production are also important factor s in the productions 
effectiveness for enabling valuable workforce skill and competence development. 
Consultees believe that while indigenous crew are equipped to work on a higher volume of 
international productions with internationally renowned filmmakers, a large number of smaller 
mid-sized productions (~NOK 30-40 million) were more valuable to them. Such productions 
were better ÁÌÉÇÎÅÄ ×ÉÔÈ ÔÈÅ ÉÎÄÕÓÔÒÙȭÓ ÃÕÒÒÅÎÔ ÃÁÐÁÃÉÔÙ ÁÎÄ ÃÁÐÁÂÉÌÉÔÙ. It was argued that 
ÃÈÁÎÇÅÓ ÉÎ ÔÈÅ ÉÎÃÅÎÔÉÖÅȭÓ ÄÅÓÉÇÎ ÓÈÏÕÌÄ ÈÁÖÅ the objective of attracting a wider range of sized 
productions to Norway, especially in the mid-range. This would be hugely valuable for 
developing the level of crew capacity and capability within the domestic industry through 
giving them more regular work on smaller productions, rather than valuable but irregular work 
on fewer and more competitive large-scale productions. It was argued that, over time, this 
would help grow the .ÏÒ×ÁÙȭÓ ÄÏÍÅÓÔÉÃ ÉÎÄÕÓÔÒÙȭÓ ability to service a higher number of larger 
productions. 
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7. WIDER INDUSTRY DEVELOPMENT 

7.1. Introduction  

Film and television production has a wide range of benefits. Primarily the value can be found 
in the individuals and production companies working directly on productions, in the form of 
(typically higher than average) wages, as well as business turnover and growth. However, the 
process of film and television production relies on and draws from a wide-reaching supply 
chain, including vendors and service businesses. 

This chapter provides an assessment of the extent the Norwegian film and series incentive is 
having an impact on the development of the wider industry, including how the current 
incentive design and wider industry factors might be limiting this impact. 

7.2. Incentive Supported Investments in Production Infrastructure 

Norway has a vibrant film and television industry with several production studios and 
facilities available for filmmakers to use. These studios and facilities offer a range of services, 
including pre-production, filming, post-production, and distribution. Some of the most well-
known studios and facilities in Norway include FilmCamp in Øverbygd and Storyline Studios 
AS in Oslo. These facilities provide a wealth of resources for filmmakers, including state-of-
the-art equipment, experienced professionals, and a supportive creative environment. 

The Norwegian film and series incentive has had a positive impact on the Norwegian film 
and television production infrastructure. However, the impact has been limited by the 
current conditions and effects of an irregular pipeline of inward productions. 

As detailed in chapter 3.7, the incentive has encouraged greater levels of international 
productions to shoot in Norway. Consultees noted how the presence of these productions and 
related investments have assisted in improving and expanding the production infrastructure, 
which in turn has helped in making the industry more efficient and cost-effective and support 
the growth and competitiveness of the sector long-term.  

However, as shown in chapter 3.3, the incentive is typically helping to attract investment into 
the industry through a small number of irregular large-scale productions each year, with the 
established studios and production facilities deriving the majority of their business from 
Norwegian productions, or smaller productions which ÄÉÄÎȭÔ ÁÃÃÅÓÓ ÔÈÅ ÉÎÃÅÎÔÉÖÅȢ 

Industry consultees spoke of how potential private investors would have more confidence in 
investing in new studio builds or studio expansions if the scale of potential inward productions 
was more predictable. It was thus argued that a higher annual budget for the incentive and the 
consequent increase in production would help build confidence in investments for new 
companies, new departments, new services, and new jobs. 

It's hard to know how much to invest because the amount of production is sporadic. 

7.3. Incentive Supported Investments in Vendors and Support Businesses  

There has been some growth in Norwegian businesses servicing the film and television 
sector. (Ï×ÅÖÅÒȟ ÁÓ ×ÉÔÈ ÏÔÈÅÒ ÁÓÐÅÃÔÓ ÏÆ .ÏÒ×ÁÙȭÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÐÒÏÄÕÃÔÉÏÎ 
infrastructure, t he incentive has the potential to increase th is further.  

As detailed in chapter 3.7, the incentive has encouraged greater levels of international 
productions to shoot in Norway. As well as providing business for studios and production 
facilities, these productions have also given business to other companies servicing the 
international productions, such as equipment hire, hospitality and accommodation. In 
addition, the investment the incentive is attracting provides more resources for production 
vendors to work with. This can help to support the production of high-quality content and can 
improve the competitiveness of the industry. 
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Established equipment hire vendors, such as Storyline and Dagslys, have been able to enlarge 
their businesses to service the demands of larger inward productions, beyond the domestic 
market. However, as with studios and other production facilities, these vendors spoke of the 
unpredictability of the incentive, especially because the very small size of the funds available 
means projects are frequently rejected. This means it is high risk for them to invest in 
ÐÅÒÍÁÎÅÎÔ ÓÔÁÆÆ ÁÎÄ ÎÅ× ÅÑÕÉÐÍÅÎÔ ÁÓ ÔÈÅÙ ÃÁÎȭÔ ÁÃÃÕÒÁÔÅÌÙ ÆÏÒÅÃÁÓÔ ÆÕÔÕÒÅ ÂÕÓÉÎÅÓÓȢ Vendor 
consultees, therefore, similarly argued for a higher annual budget for the incentive, which 
attract high levels of production and builds confidence in any investments they make to scale 
their business.  
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8. NATIONAL BRANDING AND SCREEN TOURISM 

8.1. Introduction  

As discussed in chapter 7, film and television production delivers a wide range of benefits. 
Along with direct economic and financial value (e.g., wages, business turnover and growth) and 
supporting a wider industrial ecosystem, there are wider social and cultural benefits. These 
include using film and television production as part of national branding and leveraging 
depiction of a country or culture on screen to attract inward investment and tourists. 

This chapter provides an assessment on the extent the Norwegian film and series incentive is 
ÈÁÖÉÎÇ ÁÎ ÉÍÐÁÃÔ ÏÎ .ÏÒ×ÁÙȭÓ ÎÁÔÉÏÎÁÌ ÂÒÁÎÄ ÁÎÄ ÅÎÔÉÃÉÎÇ ÔÏÕÒÉÓÔs, including how the current 
incentive design and wider industry factors might be limiting this impact. 

8.2. National Branding 

National branding refers to the act of a country promoting and shaping how it is perceived 
internationally , generating positive interest in its attributes, values, and outputs.  

There is a growing recognition from governments around the world that film and television 
can be a powerful vehicle to support national branding through its ability to export the image 
and character of a country widely and accessibly across the world. 

IrelÁÎÄȟ ×ÉÔÈ Á ÐÏÐÕÌÁÔÉÏÎ ÓÉÚÅ ÏÆ Ϋ ÍÉÌÌÉÏÎȟ ÃÏÍÐÁÒÁÂÌÅ ÔÏ .ÏÒ×ÁÙȭÓ ÐÏÐÕÌÁÔÉÏÎ ÏÆ ΫȢΪ ÍÉÌÌÉÏÎȟ 
is an example of a country that has increasingly relied on the film and television industry in this 
×ÁÙȢ )Î ÔÈÅ )ÒÉÓÈ 'ÏÖÅÒÎÍÅÎÔȭÓ Global Ireland 202541 strategy, the role of its film and television 
sector in projecting a positive view of Ireland was specifically highlighted as an objective. In 
30)ȭÓ 2023 study for Screen Ireland, The Cultural Dividend Generated by )ÒÅÌÁÎÄȭÓ 3ÅÃÔÉÏÎ ΪήΧ 
Film and Television Incentive,42 survey analysis showed that 58% of survey respondents agreed 
that Irish film and television promotes Ireland internationally, with only 17% disagreeing. 
Domestic productions like the Banshees of Inisherin (2022) and The Quiet Girl (2022), both 
nominated for Academy Awards in 2023, feature Irish history and heritage whilst showcasing 
its creative capabilities. Additionally, international productions such as Vikings: Valhalla (2022) 
and Star Wars: The Force Awakens (2015) display its natural scenery and ability to facilitate 
large-scale productions. 

Similarly, South Korea has benefitted from the national branding impacts of its film and 
television success. Following the 1997 Asian financial crisis, the South Korean government 
oversaw deep investment in its film and television sector,43 whilst paying particular attention 
to how this and other cultural exports can enhance its national brand44. Since this time, it has 
gone from having production output that attracted little international appeal, to producing an 
Academy Award Best Picture winner in Parasite ɉΨΦΨΦɊ ÁÎÄ .ÅÔÆÌÉØȭÓ ÍÏÓÔ ÓÔÒÅÁÍÅÄ ÓÈÏ× ÔÏ 
date in Squid Game (2021), ÅÓÔÁÂÌÉÓÈÉÎÇ ÉÔÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÓÅÃÔÏÒ ÁÓ ÏÎÅ ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÍÏÓÔ 
ÉÃÏÎÉÃȢ !ÎÁÌÙÓÉÓ ÉÎ ΨΦΨΦ ÓÈÏ×ÅÄ ÔÈÁÔ +ÏÒÅÁȭÓ ÒÅÃÅÎÔ ×ÁÖÅ Ïf cultural output has a significant 
economic knock-on effect on international demand for South Korean exports in other 
industries, such as tourism, cosmetics, foods, fashion and electronics.45 

 
41 'ÌÏÂÁÌ )ÒÅÌÁÎÄȡ )ÒÅÌÁÎÄȭÓ 'ÌÏÂÁÌ &ÏÏÔÐÒÉÎÔ ÔÏ ΨΦΨ5. Government of Ireland, June 2018. Accessible at: 
https://www.gov.ie/en/campaigns/globalireland/  
42 4ÈÅ #ÕÌÔÕÒÁÌ $ÉÖÉÄÅÎÄ 'ÅÎÅÒÁÔÅÄ ÂÙ )ÒÅÌÁÎÄȭÓ 3ÅÃÔÉÏÎ ΪήΧ &ÉÌÍ ÁÎÄ 4ÅÌÅÖÉÓÉÏÎ )ÎÃÅÎÔÉÖÅȢ Olsberg SPI, January 2023. 
Accessible at: https://www.o-spi.com/projects/ireland-incentive-impact-study-cultural-dividend   
43 The Appeal of Korea. Blythe Worthy, Steve Choe, Sangjoon Lee, Benjamin Nickl, Emma Rayward 
and Lee Sung-Ae, 2020  
44 &ÉÌÍ ÁÓ ÃÕÌÔÕÒÁÌ ÄÉÐÌÏÍÁÃÙȡ 3ÏÕÔÈ +ÏÒÅÁȭÓ ÎÁÔÉÏÎ ÂÒÁÎÄÉÎÇ ÔÈÒÏÕÇÈ 0ÁÒÁÓÉÔÅ. Seow Ting Lee, 2019   
45 The Korean Wave. Jin, D. Y, May 26th, 2020. Accessible at: https://www.gjia.georgetown.edu/2020/05/26/the-
korean-wave/ 

https://www.gov.ie/en/campaigns/globalireland/
https://www.o-spi.com/projects/ireland-incentive-impact-study-cultural-dividend
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4ÈÅ .ÏÒ×ÅÇÉÁÎ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÉÎÃÅÎÔÉÖÅȭÓ ÃÕÌÔÕÒÁÌ ÔÅÓÔ ÉÎÃludes elements that promote 
nation branding. These include the criteria for the film or series production to reflect 
Norwegian or European values, culture, identity, customs or traditions. Similarly, another 
criterion is that the storyline, screenplay, central theme of the film is based on events that are 
a part of Norwegian or European culture or history. 

.ÏÒ×ÁÙȭÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÓÅÃÔÏÒ ÈÁÓ ÄÒÁ×Î ÇÒÏ×ÉÎÇ ÁÃÃÌÁÉÍ ÉÎ ÒÅÃÅÎÔ ÙÅÁÒÓ, with several 
incentivised productions attaining international reach, and many help national branding. 
Occupied (2015-2020) is a Norwegian political thriller available to stream in 19 territories, as 
well as having broadcast rights sold in numerous countries. The prescient series depicts a near 
future in which the Norwegian government has stopped oil and gas exports, prompting the 
Russian government, with the support of the EU, to occupy Norway to end a Europe-wide 
energy crisis. The story situates Norway right at the heart of global geopolitics and 
international relations, depicting Norway as having an important part of world affairs and 
consequently of significant national standing and influence. The series exhibits places, events, 
ÁÎÄ ÆÅÁÔÕÒÅÓ ÏÆ ÇÒÅÁÔ ÓÉÇÎÉÆÉÃÁÎÃÅ ÔÏ .ÏÒ×ÁÙȭÓ ÈÉÓÔÏÒÙ ÁÎÄ ÈÅÒÉÔÁÇÅȟ ÓÕÃÈ ÁÓ #ÏÎÓÔÉÔÕÔÉÏÎ $ÁÙȟ 
the Royal Guard, the PST, the Norwegian monarchy, the Storting, the Supreme Court, as well 
as numerous towns and cities across Norway. The series also manages to show some of the 
real-world institutional functions within Norway, its socio-economic circumstances, and some 
of its cultural complexities. 

Troll (2022), an incentivised Norwegian produced thriller, was released on Netflix and 
quickly attracting  Á ÇÌÏÂÁÌ ÁÕÄÉÅÎÃÅȟ ÂÅÃÏÍÉÎÇ .ÅÔÆÌÉØȭÓ ÈÉÇÈÅÓÔ ÖÉÅ×ÅÄ ÎÏÎ-English 
language film for a period after its release. The film was inspired by Norwegian folklore and 
fairytales ÁÎÄ ÄÅÐÉÃÔÓ $ÏÖÒÅ ÁÎÄ ÄÏ×ÎÔÏ×Î /ÓÌÏȟ ÉÎÃÌÕÄÉÎÇ .ÏÒ×ÁÙȭÓ 2ÏÙÁÌ 0ÁÌÁÃÅȢ 4ÈÅ ÆÉÌÍȭÓ 
producer, Kristian Strand Sinkerudȟ ÄÅÓÃÒÉÂÅÄ ÔÈÅ ÆÉÌÍ ÁÓ ÂÅÉÎÇ ȰÖÅÒÙ ÄÅÅÐÌÙ ÒÏÏÔÅÄ ÉÎ .ÏÒ×ÁÙȱ 
ÁÎÄ ÎÏÔÅÄ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÓÈÏ×ÉÎÇ ÔÈÅ ×ÏÒÌÄ ÔÈÁÔ ÉÔ ×ÁÓ Á Ȱ.ÏÒ×ÅÇÉÁÎ ÁÎÄ 3ÃÁÎÄÉÎÁÖÉÁÎ 
ÐÒÏÄÕÃÔÉÏÎȱ46. Similarly, Ragnarok (2020) draws from Norse mythology and reached audiences 
across the globe, with streaming availability currently in 31 countries. In both cases, these 
ÐÒÏÄÕÃÔÉÏÎÓ ÓÅÒÖÅÄ ÁÓ ÅØÁÍÐÌÅÓ ÏÆ .ÏÒ×ÁÙȭÓ ÄÅÅÐ ÁÎÄ ÒÉÃÈ ÈÉÓÔÏÒÙ ÁÎÄ ÈÅÒÉÔÁÇÅ ÁÎÄ ÐÕÔ ÔÈÅÍ 
on display for global audiences, whilst projecting an image of Norway as a creative place with 
a distinct identity. With an even wider reach, Mission Impossible: Fallout (2018), amongst the 
ÔÅÎ ÈÉÇÈÅÓÔ ÇÒÏÓÓÉÎÇ ÆÉÌÍÓ ÇÌÏÂÁÌÌÙ ÉÎ ÉÔÓ ÙÅÁÒ ÏÆ ÒÅÌÅÁÓÅȟ ÓÈÏ×ÃÁÓÅÓ .ÏÒ×ÁÙȭÓ ÎÁÔÕÒÁÌ ÓÃÅÎÅÒÙȢ 
The film was partly shot in Pulpit Rock (Preikestolen), in Strand, Rogaland, serving to advertise 
.ÏÒ×ÁÙȭÓ ÐÈÙÓÉÃÁÌ ÂÅÁÕÔÙ ÔÏ ÍÉÌÌÉÏÎÓ ÏÆ ÖÉÅ×ÅÒÓȟ ÁÌÔÈÏÕÇÈ ÔÈÉÓ ×ÁÓ ÌÉÍÉÔÅÄ as ÔÈÅ ÆÉÌÍȭÓ ÓÔÏÒÙ 
×ÁÓÎȭÔ ÓÅÔ ÉÎ .ÏÒ×ÁÙ ÁÎÄ ÄÉÄÎȭÔ ÅØÐÌÉÃÉÔÌÙ ÒÅÆÅÒ ÔÏ 0ÕÌÐÉÔ 2ÏÃË ÏÒ .ÏÒ×ÁÙ ÉÔÓÅÌÆȢ .ÅÖÅÒÔÈÅless, 
the film led to an increase in tourism to the site (see chapter 8.3) and an entire locations tour 
dedicated to it, offering tourists the chance not just to see the location itself, but also to visit 
surrounding attractions, get immersed in Norwegian culture and heritage, and become more 
familiar with its way of life.   

(Ï×ÅÖÅÒȟ ÄÕÅ ÔÏ ÔÈÅ ÌÏ× ÖÏÌÕÍÅ ÏÆ ÐÒÏÄÕÃÔÉÏÎÓ ÁÃÃÅÓÓÉÎÇ .ÏÒ×ÁÙȭÓ ÐÒÏÄÕÃÔÉÏÎ ÉÎÃÅÎÔÉÖÅȟ 
there is a limited impact that the incentive has had on national branding to date. Moreover, 
whilst productions shot in Norway can have an impact on national branding without having a 
Norwegian setting, the potential scope of impact is restricted when the production does not 
contain a Norwegian setting, story, characters, or other identifiably Norwegian elements. In 
previous years, a high percentage of incentive funds have been awarded to productions using 
Norwegian locations, but less in the way of other distinctly Norwegian elements. 

8.3. Screen Tourism 

Screen tourism refers to the phenomenon of people traveling to locations that have been 
featured in films or television shows. SPI has undertaken a number of studies into the 
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economic value generated by screen tourism, including for Tourism Northern Ireland, which 
analysed the economic effects of tourist visiting locations depicted in the Game of Thrones 
series had to the economy, and for Creative England47, which estimated the value of 
international core screen tourists visiting locations in rural parts of England. 

Norway has been featured in a number of popular movies and television shows, which has 
led to an increase in screen tourism in the country. The country's stunning natural 
landscapes, historic architecture, and cultural heritage have made it a popular destination for 
tourists seeking to experience the locations they've seen on screen. Notable examples include 
a notable increase in visitors to the Preikestolen cliff edge in Rogaland following its depiction 
in Mission: Impossible - Fallout (2018), as well as the Juvet Landscape Hotel being consistently 
fully booked ever since its first depiction in Ex-Machina (2014) nearly a decade ago. Other 
popular screen tourism destinations in Norway include the city of Bergen, which was used as a 
filming location for Spectre (2015), and the Røros region, which was used in the production of 
The Snowman (2017). 

In recent years, Norway has embraced screen tourism as a way to promote its natural 
beauty and cultural heritage. Visit Norway regularly uses shots and testimonies from the 
productions as part of its marketing campaigns for Norway, to both attract screen tourists, but 
also for inward investment into Norway. Traffic to their website tripled after the premiere of 
Frozen (2013), with a page with Frozen's banner experienced 10 times more visits than other 
pages in the period. Visit Norway also advertise popular guided tours of filming locations. 
Similarly, the Northern Norway Film Commission commissioned a dedicated study into the 
current and potential value of screen tourism to the larger remote region. 

Norway's film and television industry continues to grow and attract international attention, 
and film tourism is expected to become an even more significant part of the country's 
tourism industry in the years to come. 

  

 
47 Quantifying Film and Television Tourism in England. Olsberg SPI, 2015. Accessible at: https://www.o-
spi.com/projects/blog-post-three-m3jd2 
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9. CULTURAL VALUE 

9.1. Introduction  

As part of film and television production incentive schemes globally, it is common to have a 
ȬÃÕÌÔÕÒÁÌ ÔÅÓÔȭ ÁÓ Á ÐÒÅÒÅÑÕÉÓÉÔÅ ÆÏÒ ÉÎÃÅÎÔÉÖÅ ÁÐÐÌÉÃÁÔÉÏÎÓȢ #ÕÌÔÕÒÁÌ tests vary from jurisdiction to 
jurisdiction, but all have their own cultural criteria which need to be met by all incentive 
applicants, often on a points scoring basis. 

These cultural tests are very common in EU or EEA member states, as they are part of the State 
Aid framework which is regulated in the EU by the European Commission and in the EEA48 by 
the EFTA Surveillance Authority (ESA). Film and television production incentives are seen as 
key tools for supporting national cultural expression. Amongst countries with cultural tests in 
place are the UK, Malaysia, France, and Germany. 

In line with this, the Norwegian film and series incentive scheme specifies a cultural test as 
part of its application regulations. The test evaluates various aspects of a production to 
determine whether it is sufficiently relevant to Norwegian culture and identity. The several 
metrics assessed are split inÔÏ Ô×Ï ÃÁÔÅÇÏÒÉÅÓȟ Ȭcultural cÒÉÔÅÒÉÁȭ ÁÎÄ Ȭproduction cÒÉÔÅÒÉÁȭȢ 4ÈÅ 
former is concerned with direct cultural relevance, containing metrics such as the use of 
Norwegian language, the depiction of Norwegian culture and history, and the use of 
Norwegian characters. The latter contains a broader set of production criteria, such as the use 
of Norwegian cast and crew, ÃÏÎÔÒÉÂÕÔÉÎÇ ÔÏ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÔÈÅ ÐÒÏÄÕÃÔÉÏÎȭÓ ÇÅÎÒÅ, and 
having a strategy for sustainable and green recording. Both components of the test must be 
passed, but a minimum of four points is needed to pass the cultural criteria component, whilst 
20 points is needed to pass the production criteria component. 

)ÔȭÓ ÉÍÐÏÒÔÁnt to initially lay out the specifics of the cultural test ÁÈÅÁÄ ÏÆ 30)ȭÓ ÃÕÌÔÕÒÁÌ ÖÁÌÕÅ 
assessment, as the cultural test is a mandatory part of the incentive programme, helping to 
ensure that the financial support provided by the government is being used to promote the 
growth and development of the Norwegian film and television sector. By requiring productions 
to demonstrate a strong cultural connection to Norway, the cultural test helps to ensure that 
the industry is producing content that is representative of the country and its people. 

9.2. The Cultural Impact of the Norwegian Incentive  

In previous studies on cultural impact for other jurisdictions, such as in Ireland and Australia, 
SPI has utilised a framework proposed by John Holden of the Demos thinktank, which defines 
three kinds of cultural value. These are intrinsic - relating to aesthetic excellence and 
individual enjoyment; instrumental - relating to the indirect cultural impact on further social 
goals; and institutional - relating to effects on the promotion and recognition of a country 
internationally. Film and television production has the power to exhibit all three types of 
cultural impact.   

Institutional value, through the promotion and recognition of Norway as a means of national 
branding, has been discussed in chapter 8. In addition to this, there is also the potential for an 
incentive to contribute to the two other aspects of cultural impact; individual enjoyment and 
appreciation of aesthetic excellence amongst the Norwegian population; and underpinning 
social cohesion in Norway by positively challenging attitudes and increasing the profiles of 
certain areas of culture. 

Welcome to Utmark (2021) is a Norwegian HBO Europe series available to stream across much 
of the Nordic region. The show is a modern western surrounding conflict amongst contrasting 
characters within a small, remote town, and is set on the northern margins of Norway on 
indigenous Sápmi region. The screenwriter, Kim Fupz Aakeson, describes the film as being 

 
48 Which Norway is a member state, along with Iceland, Liechtenstein, and Switzerland 
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ȰÓÉÍÐÌÙ ÁÂÏÕÔ ÈÕÍÁÎ ÂÅÉÎÇÓ ÔÒÙÉÎÇ ÔÏ ÇÅÔ ÁÌÏÎÇ ÉÎ ÔÈÅ ×ÏÒÌÄȱ49 as circumstances push them 
apart. Whilst the series explores universal themes, it also manages to capture and display to 
audiences some of the realities particular to those living within very small, secluded 
communities; in this case, the northern margins of Norway, which Norwegians perceive as 
being the edge of civilisation. As it is set in the Sápmi region, the series manages to depict a 
distinct part of Norway which is under-represented in other areas of media, governance, and 
institutions, one which has a unique and diverse, culture and heritage. 

Beforeigners (2019-) is a Norwegian Science Fiction drama series; the first produced for HBO 
Nordic. The series concerns the "beforeigners", people from past time periods who suddenly 
appear in the present, and attempt to integrate into 21st-century Norway, with characters 
emerging from the Stone age, the Viking era, and the 19th century. The series incorporates 
elements of Norse history, and the creators of the show paid particular attention to the 
accuracy of its depictions, contacting researchers and professors to maximise the accuracy of 
pronunciation of Old Norse used in the series. The series also creatively explores the issues of 
xenophobia, migration, and the Norwegian welfare state, with the creator of the show 
describing it as an allegory for the refugee crisis.50 

Whilst the incentive has contributed to supporting productions with cultural value, other 
incentives globally are able to contribute to supporting a broader range of productions that 
tell stories from a broader range of perspectives, communities, and demographic groups, 
ÔÈÅÒÅÂÙ ÈÁÖÉÎÇ ÇÒÅÁÔÅÒ ÃÕÌÔÕÒÁÌ ÉÍÐÁÃÔȢ )ÒÅÌÁÎÄȭÓ ÆÉÌÍ ÁÎÄ ÔÅÌÅÖÉÓÉÏÎ ÓÅÃÔÏÒȟ ÈÁÓ demonstrated 
significant cultural impact in recent years, with a notable degree of contribution from low 
budget to mid-ÂÕÄÇÅÔ ÐÒÏÄÕÃÔÉÏÎÓȢ 30)ȭÓ 2023 study for Screen Ireland on the national 
ÉÎÃÅÎÔÉÖÅȭÓ Cultural Dividend51 found that the Irish film and television sector has  generated 
positive outcomes in areas such as educating society, driving debate, and educating children.  

The Quiet Girl (2022) is an Irish language film supported by the tax incentive which offered a 
non-anglicised view of Irish people, telling the story of a girl from a troubled home. The film 
attracted audiences both young and old, and the interest it aroused in the Irish language, which 
despite government efforts has remained in spare use, has led to schools showing the film in 
lessons to students studying Irish language and taking students on school trips to see the film. 
This low-budget film was nominated for an Oscar in 2023; evidence of its creative and aesthetic 
excellence. Several other examples exist of the significant cultural impact of Irish film and 
television across a broad range of production types and a broad range of cultural value.  

Such breadth of impact is made possible in Ireland and other jurisdictions due to incentive 
schemes supporting a greater number of production types, outside of predominantly 
supporting large scale international productions. These incentives usually have higher budget 
caps and automation in acceptance processes.  

9.3. Ȭ7ÉÌÌÉÎÇÎÅÓÓ-to-ÐÁÙȭ 3ÔÕÄÉÅÓ #ÏÍÐÁÒÉÓÏÎ 

Outputs from the cultural sector may have the properties of a public good, in that they are 
ȰÎÏÎ-ÒÉÖÁÌÒÙȱ ɉÉȢÅȢȟ ÏÎÅ ÐÅÒÓÏÎȭÓ ÃÏÎÓÕÍÐÔÉÏÎ ÄÏÅÓ ÎÏÔ ÃÒÏ×Ä ÏÕÔ that of ÏÔÈÅÒÓɊ ÁÎÄ ȰÎÏÎ-
ÅØÃÌÕÓÉÖÅȱ ɉÉȢÅȢȟ ÉÔ ÉÓ ÎÏÔ ÁÌ×ÁÙÓ ÐÏÓÓÉÂÌÅ ÔÏ ÅØÃÌÕÄÅ people from access). Because of this public 
good element, the value of some cultural goods is not fully reflected in their market price. As 

 
49 Ȭ("/ %ÕÒÏÐÅȭÓ 3ÁÍÉ 7ÅÓÔÅÒÎ Ȭ7ÅÌÃÏÍÅ ÔÏ 5ÔÍÁÒËȭ ÁÓ "ÒÏËÅÎ $Ï×Î ÂÙ 7ÒÉÔÅÒ +ÉÍ &ÕÐÚ !ÁËÅÓÏÎȭ. Variety, 1st 
February 2021.  
50  Ȭ"ÅÆÏÒÅÉÇÎÅÒÓȱ !ÎÎÅ "ÊÏÒÎÓÔÁÄ ÏÎ ("/ȭÓ &ÉÒÓÔ .Ïrwegian Original Series. Variety, 23rd August 2019. 
https://variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-
1203310317/https://variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-
series-1203310317/  
51 4ÈÅ #ÕÌÔÕÒÁÌ $ÉÖÉÄÅÎÄ 'ÅÎÅÒÁÔÅÄ ÂÙ )ÒÅÌÁÎÄȭÓ 3ÅÃÔÉÏÎ ΪήΧ &ÉÌÍ ÁÎÄ 4ÅÌÅÖÉÓÉÏÎ )ÎÃÅÎÔÉÖÅ. Olsberg SPI, January 2023. 
Accessible at: https://www.o-spi.com/projects/ireland-incentive-impact-study-cultural-dividend 

https://variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/https:/variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/
https://variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/https:/variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/
https://variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/https:/variety.com/2019/film/festivals/beforeigners-anne-bjornstad-hbo-first-norwegian-original-series-1203310317/
https://www.o-spi.com/projects/ireland-incentive-impact-study-cultural-dividend
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evidenced in the previous chapters, it suggests there is intrinsic value in screen content with 
high cultural value which is not connecteÄ ÔÏ ÐÅÏÐÌÅȭÓ ÁÃÔÕÁÌ ÖÉÅ×ÉÎÇ ÈÁÂÉÔÓȢ  

There are a number of ways to measure this additional value (or consumer surplus) created by 
non-market benefits. These methods first emerged from the environmental economics sector 
but are, in some places, being appliÅÄ ÔÏ ÔÈÅ ÃÕÌÔÕÒÁÌ ÓÅÃÔÏÒȢ 4ÈÅ ÍÅÔÈÏÄÓ ÁÒÅ ÃÁÌÌÅÄ ȬÃÏÎÔÉÎÇÅÎÔ 
ÖÁÌÕÁÔÉÏÎȭ ÁÎÄ ÉÎÃÌÕÄÅ stated preference and willingness to pay methods. This involves surveys 
to ask individuals their willingness to pay ɉȰWTPȱɊ for a non-market good, or willingness to pay 
an additional amount. This can be done through a contingent valuation method which directly 
asks consumers their willingness to pay or through a ranking of alternatives exercise. This 
methodology is susceptible to response bias and the results can be highly context specific and 
sensitive to small changes in question wording. They involve extensive primary survey work 
and are therefore expensive to run and the methodology is not without its critics. 

Even when primary WTP fieldwork is not possible (as is the case in this study), the 
ÅÎÖÉÒÏÎÍÅÎÔÁÌ ÓÅÃÔÏÒ ÈÁÓ ÁÎ ÁÐÐÒÏÁÃÈ ÃÁÌÌÅÄ ȬÂÅÎÅÆÉÔ ÔÒÁÎÓÆÅÒȭ ×ÈÅÎ ÖÁÌÕÅÓ ÅÓÔÉÍÁÔÅÄ ÉÎ ÏÎÅ 
context can be applied sensitively into a different context. 

SPI and Proba undertook an extensive search for relevant WTP studies. There were no 
examples of WTP for Norway as a film location or on the cultural value of Norwegian content. 
There are some examples of surveys related to cultural heritage sites, but as they are not 
permanent, they are not very relevant for analysis of WTP for film locations.  

The only WTP-survey from Norway related to an event is Heum, et.al (2014). The survey was 
used in a CBA of the hosting of the Winter Olympics 2022 in Oslo. In their analysis, they refer 
to a survey on WTP among the general population.52 Approximately 35% of the population was 
willing to pay extra tax to finance the event. On average, they were willing to pay NOK 895 
(approximately £75 at present rate). The context and focus of this study is significantly different 
to the policy considered in the Heum et al study and therefore does not provide a useable 
transfer value; however it does exemplify the large values coming out of such studies. 

A search for WTP studies in the film and television sector internationally only resulted in one 
result, a study by Sapere for the New Zealand Ministry of Business, Innovation and Enterprise 
in 2018 to evaluate the New Zealand Screen Production Grant53 which is the New Zealand 
incentive programme. This study undertook a survey of the adult population of New Zealand 
and asked a series of contingent valuation (WTP) questions. The study noted that the sample 
size of responses was relatively small ÁÎÄ ÔÈÅÒÅÆÏÒÅ ÔÈÅ ÒÅÓÕÌÔÓ ÓÈÏÕÌÄ ÂÅ ÔÒÅÁÔÅÄ ÁÓ ȬÉÎÄÉÃÁÔÉÖÅ 
ÒÁÔÈÅÒ ÔÈÁÎ ÅØÁÃÔȭȢ 4ÈÉÓ ÓÔÕÄÙ ÆÏÕÎÄ ÔÈÁt: 

¶ Use value: People were willing to pay an average of between $0.51 and $2.94 more to watch 
a film made in New Zealand than one made outside. Note that the variation is caused by a 
small number of outliers, therefore the $0.51 figures was deemed to be more accurate 

¶ Existence value: The study asked respondents to the survey whether they would be willing 
to pay a donation to ensure that New Zealand films continued to be made. The average 
(excluding outliers) was $14.71, with 77% indicating they would not contribute anything 

¶ The average price respondents were willing to pay for a monthly subscription with no New 
Zealand content was $20.30. For a subscription that included New Zealand content, 
respondents were willing to pay $22.00 on average. This gives an implied premium of $1.70 
per month or $20.37 per year 

 
52 Point of view ɀ Jan Grund: Trust and social economy. Dagens Perspektiv, February 2014 
53 Evaluating the New Zealand Screen Production. Grant Sapere, 2018. Accessible at: 
https://www.srgexpert.com/wp-content/uploads/2018/06/Evaluating-the-NZ-Screen-Production-Grant-Final-
June-2018.pdf  
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¶ When asked to imagine a scenario where government funding for television production was 
reduced, respondents said they would be willing to donate $12.40 on average each year to 
the cost of New Zealand television productions (that they may or may not watch) 

¶ 4ÈÉÓ ÁÎÁÌÙÓÉÓ ÉÎ ÔÈÅ ÓÔÕÄÙ ÃÏÎÃÌÕÄÅÓ ÂÙ ÓÔÁÔÉÎÇȟ Ȭthe value placed by the public on their own 
use of film and TV is not sufficiently high to justify the funding available. However, consistent 
with the notion of cultural value, the existence and public support values are significant. We 
consider the existence value sufficient to justify the grantȭȢ 

Overall, the results were sensitive to outliers and had a small sample size, so we do not think it 
is appropriate to transfer the values into the Norwegian context. However, this study does 
illustrate that people can place significant use and existence value on domestically produced 
content. And when these values, particularly the existence value, are included in an analysis, 
they can result in monetised valuations which are large enough to justify public expenditure on 
an incentive. 
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10. COST-BENEFIT AND PLUS-MINUS ANALYSIS 

10.1. Introduction  

Cost-Benefit Analysis ÏÒ Ȭ#"!ȭ assesses the social/public welfare costs and benefits which arise 
from a number of different policy options. 

A CBA is applicable when there is expected to be differences in the social costs and social 
benefits of shortlisted options. The methodology undertaken in this study is in line with 
Norwegian guidance for a CBA and, where relevant, best practice internationally (see chapter 
14 for list of reviewed documents).  

The approach involves the following steps:  

 

The policy rationale and the list of options have been set out in chapter 4. Chapters 6-9 set out 
a wide range of benefits from the incentive programme, providing quantitative and qualitative 
evidence. 

The remainder of this chapter draws together the analysis into a structured CBA, setting out 
the main methodological considerations and limitations of the approach, as well as results. 
&ÕÒÔÈÅÒ ÓÐÅÃÉÆÉÃÓ ÏÎ ÔÈÅ ËÅÙ ÃÏÎÃÅÐÔÉÏÎ ÃÏÎÓÉÄÅÒÁÔÉÏÎÓ ÃÁÎ ÂÅ ÆÏÕÎÄ ÉÎ ÔÈÅ ÓÔÕÄÙȭÓ ÆÕÌÌ 
methodology note in Appendix 1. 

To overcome the limitations of the CBA (see chapter 10.1), SPI and Proba undertook Á ȬPlus-
-ÉÎÕÓ !ÓÓÅÓÓÍÅÎÔȭ (section 10.5). 

10.1. Limitations of the CBA Approach 

There are a number of methodological and practical challenges in applying the cost-benefit 
methodology in the context of film and series incentive policies. 

First, CBA does not provide a tool to effectively incorporate the interventions through an 
industrial strategy which seeks to adjust or influence the industrial mix of the country, with a 
view to long term resilience or re-focusing. In a CBA, labour market effects are effectively 
excluded, as any uplift in employment or wages is assumed to be offset equally by a reduction 
of economic activity elsewhere in the economy.  

Second, there are unquantifiable benefits to film and television production activity which 
cannot be monetised and it is not possible to include in the formal CBA framework. These 
include the benefits set out in chapters 6-9 ɀ industrial development, infrastructure 
investment, workforce capability development and added cultural value. 

The drawbacks to the CBA approach are apparent because few, if any, examples of this 
approach being used successfully in the cultural and creative industries generally around the 

Methodological Steps for a CBA  

¶ Define rationale for intervention and goals of policy  

¶ Develop a list of options to analyse, including a business as usual and do nothing 
(or do minimum) option (i.e., the deadweight)  

¶ Identify all costs and benefits of each option, including those that are 
ÕÎÉÎÔÅÎÄÅÄȢ )ÎÃÌÕÄÅ ÉÎ ÔÈÉÓ ȬÅØÔÅÒÎÁÌÉÔÉÅÓȭ (i.e., non-market benefits) 

¶ Where possible quantify and ideally assign a monetary value to each cost and 
benefit  

¶ Where appropriate undertake distributional analysis of costs and benefits  
¶ Employ a discount rate to account for social time preference  

¶ Calculate the benefit to cost ratio of each option and compare  

¶ Undertake sensitivity analysis to assess the different sensitivity of results to 
assumptions and uncertainty. 
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world, as well the screen sector more specifically (see chapter 14, Appendix 3 for list of 
reviewed documents).  

The only comparable CBA study available regarding the analysis of a similar incentive was 
carried out by the Department of Finance in Ireland, analysing its Section 481 incentive.54 This 
ÓÔÕÄÙȟ ÂÙ ÔÈÅ ÇÏÖÅÒÎÍÅÎÔȭÓ Ï×Î $ÅÐÁÒÔÍÅÎÔ ÏÆ &ÉÎÁÎÃÅȟ ÓÔÁÔÅÓ ÔÈÁÔȡ  

Ȭ'ÉÖÅÎ ÔÈÅ ÂÒÏÁÄ ÅÃÏÎÏÍÉÃȟ social, and cultural objectives, it is timely to note that, while the CBA 
captures many benefits of Section 48155 relief, it does not capture all the ensuing benefits, 
particularly the social, cultural, and human capital returns it provides. It is not possible to 
quantify these benefits, which range from increased tourism connected with film locations to the 
ÐÒÏÍÕÌÇÁÔÉÏÎ ÏÆ )ÒÉÓÈ ÁÎÄ %ÕÒÏÐÅÁÎ ÃÕÌÔÕÒÅȢ (Ï×ÅÖÅÒȟ ÔÈÉÓ ÉÎÔÁÎÇÉÂÌÅ ÃÕÌÔÕÒÁÌ ÂÅÎÅÆÉÔȟ ÏÒ ȬÃÕÌÔÕÒÁÌ 
ÄÉÖÉÄÅÎÄȭ ÓÈÏÕÌÄ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÉÎ ÁÄÄÉÔÉÏÎ ÔÏ ÔÈÅ ÓÔÁÎÄÁÒÄ CBA of Section ΪήΧȭȢ   

Overall, the Ireland study found a negative CBA in the central case and in the vast majority of 
sensitivity testing. Despite this, the Finance Ministry nonetheless argues for a continuation of 
investment in the incentive programme, probably in part because of the considerable and non-
measurable economic benefits, as SPI outlines in chapters 6-9 in this report). 

)Ô ÃÏÎÃÌÕÄÅÓ ÔÈÁÔ ȬÔÈÅ ÎÅÔ ÅÃÏÎÏÍÉÃ ÃÏÓÔ ÉÄÅÎÔÉÆÉÅÄ ÂÙ ÔÈÅ #"! ÍÁÙ ÂÅ ÃÏÎÓÉÄÅÒÅÄ to be the 
revealed value of the social and cultural dividend provided by the Section ΪήΧ ÆÉÌÍ ÒÅÌÉÅÆȭ.56 

There was also a CBA-like analysis undertaken by Sapere on the New Zealand incentive.57 
However, this study does not align to the Norwegian guidance and is therefore of limited use 
as a comparable methodology.  

10.2. Estimating Costs 

To frame the logic for the CBA it is useful to focus on the production company within Norway 
which produces the film or series. The Norwegian production budget/expenditure figure is the 
cost of producing the film or series (relevant to Norway). Regarding income for the companies 
ɉȬÓÁÌÅÓȭɊȟ 30) ÁÓÓÕÍÅÓ ÔÈÁÔ ÔÈÅ ÉÎÖÅÓÔÍÅÎÔ ÆÏÒ ÔÈÅ ÆÉÌÍ ÃÏÍÅÓ ÉÎÔÏ ÔÈÅ ÃÏÍÐÁÎÙ ÆÒÏÍ ÏÕÔÓÉÄÅ 
and SPI assumes that there is no profit made. This investment is made up of private funds (75%) 
and the incentive (25%). 

There are three components of economic costs that can be identified and estimated (Table 5). 
These vary across the scenarios tested. 

Table 5 Quantifiable Components of Economic Costs 

Cost of producing films 
and series 

That is the total expenditure on production. The estimated 
expenditure of productions under each of the scenarios is set 
out in chapter 3, along with the assumptions that underpin 
the forecasts. 

Tax Wedge Cost 
adjustment58 

 

As set out above, assumed to be 20% of the incentive 
payment amount.  The estimated incentive payments for 
each scenario are set out in chapter 3. 

Cost of administering the 
incentive 
 

This includes the staff costs, marketing costs and where 
appropriate policy evaluation. Exact figures for administering 
the incentive are not available, however based on 

 
54 Budget 2023 ɀ Report on Tax Expenditures 2022. Department of Finance, 2022  
55 3ÅÃÔÉÏÎ ΪήΧ ÉÓ ÔÈÅ ÎÁÍÅ ÏÆ )ÒÅÌÁÎÄȭÓ ÐÒÏÄÕÃÔÉÏÎ ÉÎÃÅÎÔÉÖÅȢ  
56 Budget 2023 ɀ Report on Tax Expenditures 2022. Department of Finance, 2022, 41 
57 Evaluating the New Zealand Screen Production Grant, Accessible at: 
https://www.mbie.govt.nz/dmsdocument/1079-evaluating-screen-production-grant-pdf 
58 Further details of the Tax Wedge Cost adjustment are available in the Appendix 13.2.  

https://www.mbie.govt.nz/dmsdocument/1079-evaluating-screen-production-grant-pdf
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information from the NFI and others, we estimate that the 
current cost of administering the incentive programme is in 
the region of NOK 1 million each year. It is therefore 
relatively small and therefore not materially important in the 
overall CBA assessment. The current selective aspect of the 
scheme is resource intensive for a period around selection 
each year. The higher the degree of selection, the more 
costly the administration will be.  

Scenario 1: It is assumed that the cost of administering the 
incentive remains constant in real terms until 2029. 

Scenario 2: It is assumed that there is no cost of 
administering the incentive. 

Scenarios 3 + 4: The selection element of the incentive is 
removed under both of these scenarios. It is assumed that 
there is a fixed cost of administer the scheme of NOK 1 
million, up to incentive payment of NOK 100 million after 
which the administration cost rises by NOK 10,000 for each 
additional NOK 10 million in incentive.  

 

There is an environmental cost ɀ particularly a carbon impact ɀ of most economic activity. 
There are strong grounds based on Norwegian and other international guidance for the 
inclusion of such environmental costs within the Cost-Benefit Analysis. However, practically, 
this analysis would require significant primary data on the environmental impact of 
productions, which is unlikely to be available. For most options, the environmental cost is likely 
to be directly proportionate to the scale of economic activity, although a discussion of the 
possible impact of a Green Production eligibility criterion is discussed in chapter 4.  

10.3. Estimating Benefits 

Firm Level Benefits 

4ÈÅ ÂÅÎÅÆÉÔ ÔÏ ÔÈÅ ÆÉÒÍ ÉÓ ÔÈÅ ȬÓÁÌÅÓȭ ÖÁÌÕÅȢ )Î ÐÒÁÃÔÉÃÅ ÈÅÒÅ ÔÈÁÔ ÉÓ ÔÈÅ private funds received to 
undertake the production, which is the value of total expenditure in Norway minus the 
incentive payment, which is roughly 25% of the total production expenditure budget. For each 
scenario the firm level benefits are calculated using the Norwegian expenditure projections 
and the estimated incentive payments set out in chapter 3.   

Wider Benefits 

There are clearly very many wider benefits from filmmaking in Norway which are not possible 
to quantify using CBA. This is one of the reasons the use of CBA is so unsuccessful and, 
therefore, rare around the world. These include benefits such as workforce and industry 
development, national branding, screen tourism and cultural impact. Chapter 9.3 highlights 
however, that using a willingness to pay approach can lead to reasonably large and significant 
values for the cultural value of locally produced content, although there are very few studies 
on which to make a robust assessment that can be used in the quantified CBA here.  

10.4. Summary of Cost-Benefit Analysis Results 

Table 6 provides a summary of the final CBA results. The first thing to note is that for all 
scenarios (apart from scenario 2: no incentive), the CBA result is that the Partial Net Present 
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Value Score59 is negative, meaning that the quantifiable and monetizable benefits are less than 
the costs (i.e., there is a net economic cost of the scheme). Scenario 2, the no incentive 
scenario, returns a zero Net Present Value as the overall costs and benefits of the industry 
cancel each other out.  

The Partial NPV score is best (least negative) for the scenario 1, the business as usual, scenario 
and worst for scenario 4, the uncapped, automatic scheme option. This is because as the 
expenditure and the incentive payments increase, the 25% incentive payment grows in real 
terms worsening the Partial NPV score. This is a feature of the CBA modelling and reflects the 
fact that very many positive impacts, including the spillover benefits, are not included in this 
quantified assessment. Under CBA, there are no scenarios in which an incentive programme 
would return a positive NPV score when wider non-monetisable benefits are excluded.  

30)ȭÓ ÆÉÎÄÉÎÇÓ ÁÒÅ ÉÎ ÌÉÎÅ ×ÉÔÈ ×ÈÁÔȟ ÁÓ ÐÒÅÖÉÏÕÓÌÙ ÎÏÔÅÄȟ ÔÈÅ )ÒÉÓÈ -ÉÎÉÓÔÒÙ ÏÆ &ÉÎÁÎÃÅ ÆÏund 
when applying a CBA to their screen production incentive. As set out above, to overcome this, 
the Ministry of Finance in Ireland indicates that the net economic cost of the incentive could be 
considered the revealed value of the social and cultural impact of the incentive. If this same line 
of logic is followed here, it indicates that under any scenario chosen the implicit value of non-
monetisable benefits to the incentive are equal to the net economic cost.  

These theoretical arguments and the partial CBA results are not very insightful for informing 
policy decisions. Therefore, the SPI and Proba team undertook a less objective, but more 
inclusive ȬÐlus-minusȭ analysis (see chapter 10.5). 

Table 6 Quantifiable Components of Economic Costs (NOK, million, 2022 prices) 

  Scenario 1 ɀ 
Business as 
Usual  

Scenario 2 
ɀ No 
Incentive 

Scenario 3 ɀ 
Stepped Uplift 

Scenario 4 ɀ 
Uncapped, 
Automatic  

Costs          

Costs to producing 
firms (Production 
expenditure) 

1,459 114 4,100 5,200 

Cost of administering 
incentive 

6 0 6 7 

20% tax wedge of 
incentive costs 

73 0 205 260 

Total Cost (Present 
Value, adjusting for 
discount rate) 

1,343 99 3,682 4,640 

Benefits          

Firm level benefits 1,094 114 3,075 3,900 

Spillover benefits Unquantifiable 0 Unquantifiable Unquantifiable 

Total Benefits 
(Present Value, 
adjusting for discount 
rate)  

956 99 2,626 3,310 

CBA Results         

 
59 The Net Present Value is the difference between the present value of the benefits to the present value of the 
costs. It is the present value as a discount rate has been applied. When a NPV is positive the benefits outweigh the 
costs.  )Ô ÉÓ Á ȬÐÁÒÔÉÁÌȭ ÓÃÏÒÅ in this context because it misses unquantifiable spillover benefits which have the 
potential to be significant.  
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Partial Net Present 
Value Score ɀ Annual 
Average 

-65 0 -176 -222 

10.5. Plus-Minus Analysis 

The Ȭ0ÌÕÓ--ÉÎÕÓ !ÓÓÅÓÓÍÅÎÔȭ ÍÅÔÈÏÄ ÈÁÓ ÂÅÅÎ ÄÅÖÅÌÏÐÅÄ ÔÏ ÏÖÅÒÃÏÍÅ ÓÏÍÅ ÏÆ ÔÈÅ ÉÓÓÕÅÓ 
around Cost-Benefit Analysis (CBA) (see chapter 10.1). This approach focuses on those factors 
(costs and benefits) for which it has not been possible to estimate a monetised figure. The 
ÁÐÐÒÏÁÃÈ ÉÓ Á ÓÕÂÊÅÃÔÉÖÅ ÁÓÓÅÓÓÍÅÎÔ ×ÈÉÃÈ ÃÏÍÂÉÎÅÓ Á ÓÃÏÒÅ ÆÏÒ ȬÓÉÇÎÉÆÉÃÁÎÃÅȭ ÁÎÄ ÔÈÅ ȬÄÅÇÒÅÅ 
ÏÆ ÃÈÁÎÇÅȭ ÔÏ ÃÏÍÐÁÒÅ ÔÈÅ ÌÉËÅÌÙ ÉÍÐÁÃÔ ÏÆ ÄÉÆÆÅÒÅÎÔ ÓÅÔ ÏÆ ÓÃÅÎÁÒÉÏÓȢ   

The assessment of significance and scope was undertaken in a collaborative group comprising 
all the researchers from SPI and Proba involved in the study. The reason and justification for 
the assessments are outlined in this chapter.  

10.5.1. Dimensions of Impact 

This study has identified a range of impacts (both costs and benefits) connected to the 
Norwegian film and series production incentive. Listed below are the impacts that cannot be 
quantified or monetised, and are therefore excluded from the formal Cost-Benefit Analysis: 

1) Environmental cost 
2) Workforce development  
3) Wider Industry development 
4) National branding and screen tourism 
5) Cultural value. 

10.5.2. Significance to Norway 

The Plus--ÉÎÕÓ ÍÅÔÈÏÄ ÄÅÍÁÎÄÓ ÔÈÁÔ ÁÎ ÁÓÓÅÓÓÍÅÎÔ ÏÆ ÔÈÅ ȬÓÉÇÎÉÆÉÃÁÎÃÅȭ ÏÒ ÉÍÐÏÒÔÁÎÃÅ ÏÆ 
these impacts to Norway and the Norwegian society are assessed. The rating scale used here 
aligns with that used by Oslo Economics60 - low, medium, or high. This assessment was made 
ÉÎÄÅÐÅÎÄÅÎÔÌÙ ÏÆ ÔÈÅ ȬÄÅÇÒÅÅ ÏÆ ÃÈÁÎÇÅȭ ÁÓÓÅÓÓÍÅÎÔ ɉÓÅÅ chapter 10.5.3). Table 7 outlines the 
ÊÕÓÔÉÆÉÃÁÔÉÏÎ ÆÏÒ 30)ȭÓ ÒÁÔÉÎÇȢ 

Table 7 ɀ Significance Scores 

 Significance to 
Norway (low, 
medium, high) 

Justification  

Workforce 
development 

High An explicit policy object of the incentive programme 

Wider industry 
development  

High An explicit policy object of the incentive programme 

Environmental 
cost 

Medium Although not significant regarding the objectives of 
this policy, for Norway the environmental costs of a 
policy are important 

National 
branding  

Medium Objective of policy, but secondary to economic 
impact 

 
60 Utredning av insentivordninger for film- og TV-produksjon. Oslo Economics, 2014. Accessible at: 
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-
produksjon/id757435/ 
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Cultural value  Medium Objective of policy, but secondary to economic 
impact 

Screen 
tourism 

Low Tourism is both promoted in the country and also 
limited in certain areas, therefore screen tourism 
lower priority than other elements 

Source: SPI and Proba Assessment 

10.5.3. Degree of Change 

4ÈÅ ȬÄÅÇÒÅÅ ÏÆ ÃÈÁÎÇÅȭ ÁÓÓÅÓÓÍÅÎÔ ÉÓ Á ÃÏÍÐÁÒÁÔÉÖÅ ÁÓÓÅÓÓÍÅÎÔ ÏÆ ÔÈÅ ÓÃÁÌÅ ÁÎÄ ÄÉÒÅÃÔÉÏÎ ÏÆ 
ÉÍÐÁÃÔ ÃÏÍÐÁÒÅÄ ÔÏ Á ȬÂÁÓÅ ÃÁÓÅȭȢ &ÏÒ ÔÈÉÓ ÁÓÓÅÓÓÍÅÎÔȟ ÔÈÅ ÂÁÓÅ ÃÁÓÅ ÉÓ ÔÈÅ ȬÎÏ ÉÎÃÅÎÔÉÖÅȭ ɉÉȢÅȢȟ 
scenario 2) (see chapter 4.2.2). 

Table 8 assesses the scale and impact using the following categories, which align with Oslo 
%ÃÏÎÏÍÉÃÓȭ ÉÍÐÁÃÔ ÁÓÓÅÓÓÍÅÎÔ61:  

¶ Large negative (- - -) 

¶ Medium negative (- -) 

¶ Small negative (-) 

¶ No scope (i.e., no change or on balance) (0) 

¶ Small positive (+) 

¶ Medium positive (+ +) 

¶ Large positive (+ + +). 

The justification for the scoring of each dimension is described alongside.  

Table 8 ɀ Degree of Change Scores 

Dimension  Scenario 1 ɀ 
Business as usual 

Scenario 3 - Stepped 
Increase, Automatic 
Incentive 

Scenario 4 - Uncapped, 
Automatic Incentive 

Workforce 
development 

+ +++ +++ 

Scenarios 3 and 4 will attract larger productions and related expenditure. 
This will lead to more workforce development opportunities, as well as 
opportunities for strategic investment aligned to skill development. 

Wider industry 
development  

+ +++ +++ 

Wider industry development very closely related to workforce in terms of 
impact, therefore scoring of scenarios align to that. 

Environmental 
cost 

0 0 0 

The CBA analysis is built on the assumption that increased film production 
crowds out other production. There is no evidence to suggest that 
.ÏÒ×ÁÙȭÓ film and television production industry is more or less polluting 
than the overall economy. Therefore, it is assumed to be zero across all 
scenarios. 

National 
branding  

+ ++ ++ 

National branding impact is related to the scale of production, but has a 
less direct relationship compared to impact on workforce and industry 

 
61 Utredning av insentivordninger for film- og TV-produksjon. Oslo Economics, 2014. Accessible at: 
https://www.regjeringen.no/no/dokumenter/Utredning-av-insentivordninger-for-film--og-TV-
produksjon/id757435/ 
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development. There is more uncertainty and/or need for aligned 
activity/investment. 

Cultural value  + ++ ++ 

Cultural value has some alignment with scale of production, but is also 
dependent on other mechanisms (e.g., selection criteria). There is also an 
element of unpredictability in achieving high cultural value. However, 
projects with cultural impact are more likely to be achieved when there is 
overall more production activity. 

Screen tourism + ++ ++ 

The screen tourism impact is relatively aligned with the scale of the 
production, but has a less direct relationship than the workforce and 
industry development, as there is more uncertainty and/or need for 
aligned activity/investment. 

Source: SPI and Proba Assessment 

10.5.4. Plus-Minus Results 

The Plus--ÉÎÕÓ !ÓÓÅÓÓÍÅÎÔ ÌÅÁÄÓ ÔÏ Á ȬÃÏÎÓÅÑÕÅÎÃÅȭ ÓÃÏÒÅȭȢ 4ÈÉÓ ÉÓ Á combination of 
importance and scope for each scenario, and there is no prescriptive way to combine scores. 
Table 9 summaries the combined scores from the Plus-Minus Assessment. It clearly shows the 
beneficial value of scenarios 3 and 4 compared to the base case (scenario 2) and scenario 1.  

Table 9 ɀ Consequence Scores  

 Scenario 1 - 
Business as 
usual 

Scenario 2 ɀ No 
incentive. (i.e., 
Base Case 

Scenario 3 - 
Stepped Increase, 
Automatic 
Incentive 

Scenario 4 - 
Uncapped, 
Automatic 
Incentive 

High +, + 0 +++, +++ +++, +++ 

Medium +, + 0 ++, ++ ++, ++ 
Low + 0 ++ ++ 
Total 5 0 12 12 

Source: SPI and Proba Assessment 

Figure 30 ÓÕÍÍÁÒÉÓÅÓ ÔÈÅ ÃÏÍÂÉÎÅÄ ÒÅÓÕÌÔÓ ÆÏÒ ÔÈÅ #"! ÁÎÄ ÔÈÅ ȬPlus-MÉÎÕÓȭ ÍÅÔÈÏÄ ÏÎ Á 
quadrant. Note that the scores and values resulting from CBA and Plus-Minus assessment are 
not directly comparable, as CBA results are in quantified monetary values and Plus-Minus 
results are scores. However, the quadrant diagram allows the information and ordering of each 
scenario to be displayed and the scenarios compared.  
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Figure 30 ɀ Cost-Benefit and Plus-Minus Summary Visual   

  

The CBA results are mitigated by positive Plus-Minus result for scenarios 1, 3 and 4. 
Scenario 3 and scenario 4 have equal Plus-Minus scoring and scenario 3 has a better NPV score, 
which suggests that scenario 3, the stepped uplift, is preferential to scenario 4 at this stage 
of industrial development.  
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Chapter 11: 

Recommendations 

Credit: Inge Wegge 














































