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/5, �n$"o�uc$ion  
 
The histor4 of the contacts between Ital4 and China in the cinematic 
field can be traced back to the beginning of the XX centur4, when the 
entrepreneur Amerigo �nrico �auro (18I9-19EI) moved from �aples 
to Shanghai to invest in the film sector1. �ormall4 recognised co-pro-
ductions, however, become feasible onl4 much later a after the estab-
lishment of diplomatic relations between the Italian Republic and the 
People’s Republic of China (PRC) on �ovember 6, 19IB and, cruciall4, 
the signing of the YAgreement on �ilm Co-production �etween the 
Government of the Italian Republic and the Government of the Peo-
ple’s Republic of China’ (hereinafter YAgreement’) on December 4, 
2BB4, brought into force through ratification in the late 2B12 and earl4 
2B1E�. Despite earlier collaborative ventures a marked b4 var4ing de-
grees of institutional and creative cooperation a such as C"ina (Michel-
angelo Antonioni, 19I2)	, 
ar�o �olo (Giuliano Montaldo, 1982), and 
�"e �ast �mperor (�ernardo �ertolucci, 198I), the corpus of works offi-
ciall4 recognised under this framework remains strikingl4 small: Coffee 
(2B16) and �"e 	talian �e�ipe (2B22), directed b4 Cristiano �ortone (b. 
1968).  

	

1 ��rn�r�ini 19F2, �u 2023. 

�     A- p�r �rt.1 of t"� A!r��'�nt R200BS, X� Vco]pro�uction fi&'W r�f�r- to � fi&' t"�t i- 
co]fin�nc�� �n� pro�uc�� �3 pro�uc�r- of t"� t1o countri�- in �n� out t"� t�rrito]
ri�- of t"� 	t�&i�n ��pu�&ic �n� t"� ��op&�W- ��pu�&ic of C"in� TPUY. 

�      ��� �ot� to t"� �i&'o!r�p"3. 

+1 �ine��ti� �n�ounter!1 �er!�e�ti$e!  
      on �ino:It��i�n �i�� �o:�rodu�tion! 
 

 
C"iara �epri 
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This empirical puzzle a robust diplomatic and regulator4 
scaffolding but onl4 two officiall4 acknowledged outcomes a makes 
the Italian case anal4ticall4 relevant and timel4. It matters for at least 
three reasons. �irst, co-production is a central instrument of 
contemporar4 film polic4 and cultural diplomac4Q anal4sing when it 
fails to scale is as revealing as charting success. Second, �uropean and 
Chinese audiovisual policies have been in flu3, with implications for 
bilateral agreements and for the strategic positioning of a medium-
sized industr4 such as Ital4’s. Third, post-pandemic production and 
platform ecologies have shifted risk, financing, and development 
logics in wa4s that reconfigure what counts as a viable “Sino-Italian” 
project. �e4ond the scarcit4 of officiall4 recognised outcomes, the case 
is empiricall4 salient because co-production acts as a gatekeeping 
mechanism for market access and risk-sharing: for a medium-sized 
industr4, the Chinese theatrical and platform market is structurall4 
important, while the 2B21 e3pir4 of the 2BB4 Agreement and post-
COVID financing realignments make the question of “wh4 onl4 two” 
both industriall4 urgent and academicall4 relevant. 

This chapter e3amines Sino-Italian film co-productions from a 
diachronic perspective. �irst, it situates them within the longer histor4 
of the cultural relations between Ital4 and China
, reconstructing ke4 
diplomatic and industrial interactions and the collaborative projects 
that punctuated them. Second, it inscribes in a prosopographic 
approach aligned with the Y�iographical Database of Italians in China’ 
(D�ICQ Antonucci 2B21, Sapienza �niversit4 of Rome)� to anal4se how 
co-production initiatives have been enabled or constrained b4 
diplomatic milestones, regulator4 frameworks including the 2BB4 
Agreement and its interpretative instruments a and industrial 
practices. The chapter then offers a discussion of recent collaborative 

	

� ��� �or-� 19D1, ��rtuccio&i, 
�-ini 199D, ��'�r�ni, �� �ior!i 2011, �ini 2011, ��&]
tr�'� 2019, �r�44i 2020. 

� �rincip�& in0�-ti!�torN �rof. ��0or Antonucci R	t�&i�n 	n-titut� of �ri�nt�& �tu�i�- ^ 
	��, ��pi�n4� �ni0�r-it3 of �o'�S. 
�'��r- of t"� pro$�ctN �rof. A&�--�n�r� �r�44i 
R	�� ��p�rt'�ntS, �rof. ����ric� C�-�&in R	�� ��p�rt'�ntS, �rof. 
�uri4io 

�rin�&&i R�ni0�r-it3 of �u--�2S, �"� �i&0i� �ico R	�� ��p�rt'�ntS, �"� ��o 
C"�n!2u R	�� ��p�rt'�ntS, �"� C"i�r� ��pri R	�� ��p�rt'�ntS.  
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projects led b4 Cristiano �ortone a Coffee (2B16) and �"e 	talian �e�ipe 
(2B22) a informed b4 an original interview with the filmmaker�. 

The contribution is twofold. �irst, it s4stematizes �ilm Studies and 
Sinological scholarship on Ital4-China cultural relations and on Italian 
filmmakers’ engagements with China (including �rienting 	tal3; C"ina 
t"roug" t"e �ens of 	talian �ilmma%ers
 and a recent works in the 
ournal 
of 	talian Cinema : 
edia �tudies�), moving be4ond descriptive chroni-
cle. Second, it advances a mechanism-based e3planation for the low 
4ield of officiall4 recognised co-productions b4 combining a bilingual 
reading of polic4 instruments with a D�IC-aligned mapping of practi-
tioner networks. Moving from earl4 encounters through the consoli-
dation of a polic4 architecture to close anal4sis of recent co-produc-
tions, the chapter foregrounds production choices (genre, content ad-
aptation, partnership models) and the institutional conditions that 
shape them. Accordingl4, content governance (approvals, “sensitive 
topics”) and discursive priorities are treated not as background noise 
but as constitutive parameters of co-production design. In so doing, it 
sets the stage for further inquir4 into the legal, organisational, and cre-
ative factors that could enable sustainable transnational production 
between Ital4 and China. 

 
 

/5- ��"l) cin���$ic �ncoun$�"s 
 

The histor4 of contacts between Ital4 and China is long, though not 
without interruptions and contingencies. Ancient �atin and Chinese 
sources offer divergent accounts regarding legations reportedl4 
dispatched during the time of the Roman �mpire and the Han d4nast4 
(2B6 �Ca22B AD), none of which, however, appear to have been 
successfull4 completed� . It was rather along the routes of the Silk 
Roads that more concrete, if intermittent, e3changes graduall4 
emerged over the centuries a most notabl4 through the travels of 

	

� ��pri 2023c. �"� int�r0i�1 R-�'i]-tructur��S 1�- con�uct�� �3 C"i�r� ��pri 0i� 
�oo' on 
un� 23, 2023. �ur�tion 1 "our, 	t�&i�n &�n!u�!�. 

	 
c�on�&� 2022. 


 �on� 201B, 201C, �i C"i�r� 201B, �iu 201B. 

� ��rtuccio&i, 
�-ini 199D. 
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merchants such as Marco Polo (12G4-1E24) and missionaries including 
Matteo Ricci (1GG2-161B). 

As far as Sino-Italian cinematic contacts are concerned, their histor4 
can be dated to the first decades of the XX centur4, after the so-called  
“cinema of the origins” 1�  arrived in China. During the regenc4 of 
�mpress Dowager Ci3i L�  (18EG-19B8), the �eapolitan native 
entrepreneur Amerigo �nrico �auro (18I9-19EI) moved to Shanghai to 
start a new business in film production and e3hibition11.  

Since the 19BBs, China-Ital4 cinematic relations have e3perienced 
up and downs, determined b4 historical and political conditions. 
�onetheless, Sino-Italian contacts developed progressivel4 during the 
XX centur4. 

The first institutional Sino-Italian cooperation projects in the 
cinematic field saw the light in the 19EBs. During the so-called “golden 
period” that originated from the signing of the YTreat4 of �riendship, 
Trade and �avigation’ (1928) between the Republic of China and the 
�ingdom of Ital41�, bilateral e3changes became more frequent and so 
did cinematic relations. In this framework, the mission of the director 
of the Italian film propaganda institute “Istituto �.�.C.�”. �aron 
Alessandro Sardi (1889-196G), sent b4 the �eague of �ations (19E1-
19E2), promoted in China a genre then referred to as “educational 
cinematograph4” and to some e3tent fostered China-Ital4 cinematic 
interactions1	. However, the Italian aggression to �thiopia (19EG-19E6) 
was meant to freeze soon the relations with China, which had an 
interest in defending its position regarding the attack of 
apan on 
Manchuria (19E1) in the international debate1
.  

In the 194Bs, Sino-Italian cinematic contacts proceeded, even 
though there were relevant changes in the institutional and political 
forms of both Ital4 and China. On the one hand, on 
une 2, 1946, the 
Italian Republic was founded. The elections were won b4 the Christian 
Democrac4 part4 and the Italian �ascist government was replaced. On 

	

1�    ��u�r��u&t, �unnin! 19F9, C�-�tti 2003. 

11 ��rn�r�ini 19F2, �u, 	n��&ic�to, 201E, �u, 2023. 

1� ��'�r�ni, �� �ior!i 2011. 

1� 
o"n-on 200F, 
o"n-on 2012, �i 2019, pp. FC]92. �"� 	t�&i�n n�tion�& �rc"i0� 	-tituto 
�uc� "o&�- ori!in�& �u�io0i-u�& '�t�ri�& of ��r�iW- 'i--ion, fi&'�� �3 
�rio Cr�0�ri 
R1902]1990S. ��� ��pri 2023�, 202B. 

1�    �or-� 19E9, pp. B0D]B09.  



                    GLI ITALIANI IN CINA NEL PERIODO MODERNO E CONTEMPORANEO  

	

KH 

merchants such as Marco Polo (12G4-1E24) and missionaries including 
Matteo Ricci (1GG2-161B). 

As far as Sino-Italian cinematic contacts are concerned, their histor4 
can be dated to the first decades of the XX centur4, after the so-called  
“cinema of the origins” 1�  arrived in China. During the regenc4 of 
�mpress Dowager Ci3i L�  (18EG-19B8), the �eapolitan native 
entrepreneur Amerigo �nrico �auro (18I9-19EI) moved to Shanghai to 
start a new business in film production and e3hibition11.  

Since the 19BBs, China-Ital4 cinematic relations have e3perienced 
up and downs, determined b4 historical and political conditions. 
�onetheless, Sino-Italian contacts developed progressivel4 during the 
XX centur4. 

The first institutional Sino-Italian cooperation projects in the 
cinematic field saw the light in the 19EBs. During the so-called “golden 
period” that originated from the signing of the YTreat4 of �riendship, 
Trade and �avigation’ (1928) between the Republic of China and the 
�ingdom of Ital41�, bilateral e3changes became more frequent and so 
did cinematic relations. In this framework, the mission of the director 
of the Italian film propaganda institute “Istituto �.�.C.�”. �aron 
Alessandro Sardi (1889-196G), sent b4 the �eague of �ations (19E1-
19E2), promoted in China a genre then referred to as “educational 
cinematograph4” and to some e3tent fostered China-Ital4 cinematic 
interactions1	. However, the Italian aggression to �thiopia (19EG-19E6) 
was meant to freeze soon the relations with China, which had an 
interest in defending its position regarding the attack of 
apan on 
Manchuria (19E1) in the international debate1
.  

In the 194Bs, Sino-Italian cinematic contacts proceeded, even 
though there were relevant changes in the institutional and political 
forms of both Ital4 and China. On the one hand, on 
une 2, 1946, the 
Italian Republic was founded. The elections were won b4 the Christian 
Democrac4 part4 and the Italian �ascist government was replaced. On 

	

1�    ��u�r��u&t, �unnin! 19F9, C�-�tti 2003. 

11 ��rn�r�ini 19F2, �u, 	n��&ic�to, 201E, �u, 2023. 

1� ��'�r�ni, �� �ior!i 2011. 

1� 
o"n-on 200F, 
o"n-on 2012, �i 2019, pp. FC]92. �"� 	t�&i�n n�tion�& �rc"i0� 	-tituto 
�uc� "o&�- ori!in�& �u�io0i-u�& '�t�ri�& of ��r�iW- 'i--ion, fi&'�� �3 
�rio Cr�0�ri 
R1902]1990S. ��� ��pri 2023�, 202B. 

1�    �or-� 19E9, pp. B0D]B09.  

FR  Cin�'�tic �ncount�r-. ��r-p�cti0�- on �ino]	t�&i�n �i&' Co]pro�uction- 
 

	

KI 

the other hand, on October 1, 1949, Mao �edong announced in Tianan-
men Square the institution of the People’s Republic of China, and the 
�ationalist government relocated to Taiwan. �evertheless, the cine-
matic connections between Ital4 and China progressed. To quote an 
e3ample, in 19GB a Chinese film was screened for the first time in an 
Italian film festival1�. As diplomatic relations had not been established 
4et with the People’s Republic of China, the mainland �ationalist 
China produced �ian4i di 3i "ao .1�一号 (title translation, “The 
number one of the celestial host”, Dir. Tu Guangqi 屠光启, 1946) was 
selected for the 11�� edition’s out-of-competition section of the Venice 
�ilm �estival1�. 

In the second half of the XX centur4, some Italian filmmakers 
visited China and filmed newsreels, documentaries, and travelogues. 
Among these, �e"ind t"e �reat �all (19G8) b4 Carlo �izzani (1922-2B1E) 
was the first documentar4 to be shot around the countr4 b4 foreigners 
after the founding of the People’s Republic of China 1
 . Moreover, 
within the framework of the dialogues between the Italian Communist 
Part4 and the Chinese Communist Part4 1� , abundant material was 
produced on the occasions of the visits of the Italian Communist Part4 
representatives in China (e;g., �C	 Delegation to C"ina, 19G9Q �"e �isit to 
C"ina of Comrade �nri�o �erlinguer, 198B). The footage is stored at the 
Audiovisual Archive of the Democratic and �abour Movement 
(AAMOD) in Rome. �hile this section focuses on Italian initiatives, 
the broader ecolog4 also includes Sino-American ventures and PRC 
partnerships with other �uropean and Asian industriesQ these 
comparators are mobilised later to conte3tualize Ital4’s distinct 
trajector4. 
 
 
 

	

1�    ��rtuccio&i 19CD, p. FE. 

1� ��nic� 	nt�rn�tion�& �i&' ��-ti0�& 1�- cr��t�� in 1932 on t"� initi�ti0� of �iu-�pp� 
�o&pi Rfor'�r 
ini-t�r of �in�nc�, 1FEE]19BES, Antonio 
�r�ini Rpo&itici�n, -cu&ptor, 
�n� �rt criti+u�, 1FFD]19D3S �n� �uci�no �� ��o R�ir�ctor of t"� �.�.C.�. 	n-titut�, 
1F9B]19EBS, �n� "�� conn�ction- 1it" 
u--o&iniW- !o0�rn'�nt. �n t"� p�rticip�tion 
of C"in�-� fi&'- to t"� f�-ti0�& -�� �o&&�cc"i 201F, 2021. 

1	 �on4i 19C9, ��0�!nino 2003, �i44�ni 200E, 
c�on�&� C�ro&�n 2022. 

1
 �or�on� 19F3, �ini 2011. 
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On �ovember 6, 19IB, the Italian Republic, and the People’s 
Republic of China formall4 instituted diplomatic relations, and Sino-
Italian cinematic contacts became more intense. The circulation of 
Chinese films in Ital4 and Italian films in China rose. As far as Italian 
cinema is concerned, films such as �orro (19IG) b4 Duccio Tessari 
(1926-1994) and the melodramatic �"e �ast �no1s of �pring (19IE) b4 
Raimondo del �alzo (19E9-199G) were highl4 successful in China1� . 
�hile in Ital4 popular interest in Chinese cinema started to grow in 
the late Seventies with the distribution of Hong �ong kung-fu films 
(gongfupian �/]), which are to be considered Ycultural s4mbols of 
Chinese cinematograph4’, as �i stated �� . A relevant boost for the 
diffusion of Chinese cinema in the Italian peninsula was linked to the 
first �uropean retrospective, organized in Turin in 1981. “Ombre 
elettriche” (translation: electric shadows) carried the sign of Marco 
M@ller (b. 19G9), then director of a series of film festivals (e;g. Pesaro, 
Rotterdam, �ocarno, Venice, and Rome) and nicknamed “the Marco 
Polo of Chinese cinema” for his abilit4 to bring Chinese films in major 
international cinematic venues�1.  

Since the institution of diplomatic relations, cinema has been a 
possible path to enhance Sino-Italian contacts.  

To this e3tent, a state-supported cinematic project was ideated. 
�amel4, C"ina (19I2) b4 Michelangelo Antonioni (1912-2BBI). The 
documentar4 filmed scenes of ever4da4 life in some of China’s largest 
cities such as �eijing, Shanghai, �anjing, and Suzhou. However, C"ina 
had a cold reception in both Ital4 and PRC, for its representation and 
depiction of traditional Chinese culture��.  

�hile PRC completed international film co-productions, such as 
with 
apan (�enp36 no ira%a .@�b, �umai �ei [	), 198BQ 
i%an 
no tai%3o%u U6�:<, Sat> 
un4a �sjE and Duan 
ishun g"×, 

	

1�    ��� 
<&&�r in C�pr�r� 201E. 

�� �i 201D, p. 1FD. 

�1 �-�i 201F, p. 1FB. �"� nic%n�'� to 
<&&�r 1�- !i0�n �3 t"� for'�r �ir�ctor of 
��i1�n �i&' Arc"i0� Rno1 ��i1�n �i&' �n� Au�io0i-u�& 	n-titut�, �.(#"� �"�'2"'  
#" ,!�-"'  0�'!.� 3!(' 1"'  Mc/�SLt�	cS ��'on� �on! g,= R�. 19CBS, 
�-�i 201F, p. 1FB. 
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/5. ��� ��&�lo!��n$ o� cin���$ic con$�c$s  
 

On �ovember 6, 19IB, the Italian Republic, and the People’s 
Republic of China formall4 instituted diplomatic relations, and Sino-
Italian cinematic contacts became more intense. The circulation of 
Chinese films in Ital4 and Italian films in China rose. As far as Italian 
cinema is concerned, films such as �orro (19IG) b4 Duccio Tessari 
(1926-1994) and the melodramatic �"e �ast �no1s of �pring (19IE) b4 
Raimondo del �alzo (19E9-199G) were highl4 successful in China1� . 
�hile in Ital4 popular interest in Chinese cinema started to grow in 
the late Seventies with the distribution of Hong �ong kung-fu films 
(gongfupian �/]), which are to be considered Ycultural s4mbols of 
Chinese cinematograph4’, as �i stated �� . A relevant boost for the 
diffusion of Chinese cinema in the Italian peninsula was linked to the 
first �uropean retrospective, organized in Turin in 1981. “Ombre 
elettriche” (translation: electric shadows) carried the sign of Marco 
M@ller (b. 19G9), then director of a series of film festivals (e;g. Pesaro, 
Rotterdam, �ocarno, Venice, and Rome) and nicknamed “the Marco 
Polo of Chinese cinema” for his abilit4 to bring Chinese films in major 
international cinematic venues�1.  

Since the institution of diplomatic relations, cinema has been a 
possible path to enhance Sino-Italian contacts.  

To this e3tent, a state-supported cinematic project was ideated. 
�amel4, C"ina (19I2) b4 Michelangelo Antonioni (1912-2BBI). The 
documentar4 filmed scenes of ever4da4 life in some of China’s largest 
cities such as �eijing, Shanghai, �anjing, and Suzhou. However, C"ina 
had a cold reception in both Ital4 and PRC, for its representation and 
depiction of traditional Chinese culture��.  

�hile PRC completed international film co-productions, such as 
with 
apan (�enp36 no ira%a .@�b, �umai �ei [	), 198BQ 
i%an 
no tai%3o%u U6�:<, Sat> 
un4a �sjE and Duan 
ishun g"×, 
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1982), a turning point in the histor4 of China-Ital4 cinematic contacts 
was marked b4 Giuliano Montaldo’s TV series 
ar�o �olo (1982). It 
resulted from the collaborative production between the Italian 
�ational Radio and Television network RAI and the Chinese �ilm 
Coproduction Corporation (C�CC, �"ongguo dian3ing "e4uo 4"ipian 
gongsi �,cF!��]�$ ) �	 . 
ar�o �olo was based on the 
renowned travels of the Venetian merchant to China and was 
distributed as an eight-episode and four-episode TV series 
respectivel4 in Ital4 and China�
.  

�eing a benchmark for the implementation of multiple mediation 
strategies to overcome cultural and linguistic differences in film 
production, 
ar�o �olo prepared the scene for new cinematic projects��.  

The second relevant collaborative film project was �ernardo 
�ertolucci’s �"e �ast �mperor (198I). The movie shared man4 practical 
elements with the previous production, including some members of 
the teams and the shooting material left on site in 1982��. At the Oscars 
in 1988 �"e �ast �mperor was awarded nine categories, representing a 
fruitful e3ample of Sino-Italian cinema. A further structural shift in 
this period was the post-199I integration of Hong �ong’s industr4 into 
the Mainland regulator4 and industrial field (e;g; C�PA arrangements), 
which altered talent flows, financing channels, and the treatment of 
“domestic” versus “imported” titlesQ these changes fed into quota and 
approval practices and indirectl4 conditioned how non-Hong �ong 
partners a including Ital4 a could position prospective collaborations. 

�orth mentioning is the fact that �"e �ast �mperor was also a 
turning point for the mobilit4 of Chinese filmmakers to and from Ital4. 
�hile the flu3 of Italian filmmakers to China is highl4 studied�
, the 
one of Chinese film professionals still represents a topic to be further 
investigated. Here is recalled the e3perience of the �eijing-born film 
director �ing �ing 4Y (b. 19G9). �ormall4 considered part of the 
“�ifth Generation” (di 1u dai ��� ) of Chinese filmmakers, she 
studied in Rome at the Centro Sperimentale di Cinematografia (CSC) 

	

��     �i C"i�r� 201B. 

�� ��pri 2023�, pp. 110]111. 

�� ��"�@, pp. 112]113. 

�� ��"�@, p. 111. 

�	 �on� 201D, 201F, �u �n� 	n��&ic�to 201E, 
c�on�&� C�ro&�n 2022. 
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since 1982. As e3plained in an interview for the Italian Ministr4 of 
�oreign Affairs, while stud4ing at the CSC, �ing was a volunteer in 
the troupe of �inger and �red (1986) b4 �ederico �ellini (192B-199E)��, 
and before signing the so-called “�eijing Trilog4” (�ei$ing sanbu+u �
	��S: �or �un< 199E, �n t"e �eat, 199G, 	 �ove �ei$ing, 2BB1) she was 
assistant director to �ernardo �ertolucci for �"e �ast �mperor (198I). 
�ing can thus be framed as one of the first Chinese filmmakers to 
move between Ital4 and China and still stands as a relevant voice 
within the dimension of Sino-Italian cinema��. 

The legac4 of collaborative film projects realized during the second 
half of the XX centur4 brought to the formalization of Sino-Italian co-
productions. In 2BB4 the “Agreement on �ilm Co-production �etween 
the Government of the Italian Republic and the Government of the 
People’s Republic of China” was officiall4 signed. �ater, activities to 
enhance film collaborations were organized. 
 
 
/5/ �ino=�$�li�n co=!"o�uc$ions7 ��"����n$s6 "��ul�$ions6 
!"o��c$s �n� �&�n$s 

 
Since China and Ital4 established diplomatic relations in 19IB, 

cinema was seen as a channel to implement connections between the 
two countries. To this e3tent, after the documentar4 C"ina b4 
Antonioni, state-supported cinematic projects that involved Sino-
Italian collaboration were activated, such as 
ar�o �olo (1982) and �"e 
�ast �mperor (198I) 	� . It was not until December 4, 2BB4, that the 
“Agreement on �ilm Co-production �etween the Government of the 
Italian Republic and the Government of the People’s Republic of China” 
was signed. 

	

�
 ��rn�-in� 201F. 

�� �it" r�f�r�nc� to t"� 3oun! C"in�-� �rti-t- r�-i�in! in 	t�&3 in t"� 2020-, t"�r� i- 
�"�n! �in!3u�n ]&\ R�. 19F9S. 
�'��r of t"� ���� �rt co&&�cti0� R�.1.�P S, 
foun��� in �o&o!n� in 201E, "� fi&'�� t"� �ocu'�nt�r3 ���",& ", � �"+., R2021S, 
1"ic" r�c�i0�� t"� C�n���]	t�&3 	nno0�tion A1�r� in 2021 1it"in t"� fr�'�1or% 
of t"� pro$�ct X�u&n�r��i&it3 �n� C�r� �urin! Co0i�]19]	n�uc�� Anti]A-i�n ��ci-' 
�n� �io&�nc� in 	t�&3 �n� C�n���Y R�u&C�2021S, coor�in�t�� �3 �rof�--or ��&�ntin� 
���on� R�ni0�r-it3 of �&or�nc�S to!�t"�r 1it" �rof�--or �"�n! ��o"�n! R�ni0�r-it3 
of �riti-" Co&u'�i�S R�u2u n.�.S. �n t"� �u2u co&&�cti0�, -�� �ic�rni R201FS. 

��    ��pri 2023�.  
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�n� �io&�nc� in 	t�&3 �n� C�n���Y R�u&C�2021S, coor�in�t�� �3 �rof�--or ��&�ntin� 
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Here, a note is required on the PRC’s internationalization strategies 
of the cinema sector. 
iang �emin’s leadership (199E-2BBE) launched 
the so-called “Going-Out Polic4” (4ou�"u+u 4"anl7e {��Kd), to 
foster the Chinese presence abroad. As �ang (2B16, pp. 8G-86) observed, 
in 2BB1 the Chinese State Administration of Radio, �ilm, and 
Television (SAR�T, �uo$ia guangbo dian3ing dians"i 4ong$u ,8BMc
FcxI<) identified three areas where to implement the polic4: “the 
organization of Chinese film e3hibitionsQ participation in film festivalsQ 
and the global e3port of Chinese films based on encouraging 
international releases at film theatres, on DVD, on TV and the Internet”. 
As of the “�ilm Regulations” (Dian3ing guanli tiaoli cFi理[�) 
approved b4 the PRC State Council on December 2G, 2BB1, a new 
international polic4 for the promotion of Sino-�oreign co-production 
was put in the agenda. On 
ul4 6, 2BB4, the �ilm �ureau of the State 
Administration of Radio, �ilm, and Television (SAR�T) issued the 
“Regulations on the Management of Sino-�oreign �ilm Co-
productions” (�"ong1ai "e4uo s"e4"i dian3ing guanli guiding�-!�
L�cF]i理w7 ) and in December 2BB4 the Agreement was 
signed. 

According to the Agreement, film co-productions consist of feature 
films, animated films, scientific films, and documentaries (TV films 
and digital films included) (art. 1). Co-productions must be funded b4 
registered legal entities (Ital4), or have received a permit, or “have 
good professional abilit4 and strong financial backing” (PRC) (art. E). 
Concerning the percentage of the financial contribution of each part4, 
the amount can be discussed but for the minimum quota of the 2BL 
(art. 4). The proportion of the technical and artistic cast of each part is 
negotiated between the two producers according to the script (art. G), 
while post-production is based where the location shooting takes place 
(art. 9)	1.  

The Agreement marked a pivotal step for the establishment of Sino-
Italian cinematic official relations and concretized the international 
cultural policies of Ital4 and China. A practical e3ample is the 
e3ecution of art. 4, which states that the co-production films are 
acknowledged with Italian and Chinese dual nationalit4. To this e3tent, 

	

�1 �it" r�f�r�nc� to t"� co'po-ition of t"� c�-t, t"�r� -��' to �� t"� non]1ritt�n ru&� 
t"�t on� t"ir� of t"� �ctor- -"ou&� �� C"in�-�, �- -t�t�� �3 t"� fi&''�%�r Cri-ti�no 
�orton� in �n int�r0i�1, ��pri 2023c.  
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co-productions are not included in the PRC’s foreign film limitation 
quota	�.  

However, the process of the enactment of the Agreement followed 
a slow path, which characterized the development of co-productions 
during the 2BBBs. To quote an e3ample, in 2BB6 Gianni Amelio’s �"e 

issing �tar was the first Italian movie to be filmed in China after �"e 
�ast �mperor (198I), with funding from �rance, Switzerland, and Ital4		. 
�eing approved b4 Chinese �ilm Coproduction Corporation (C�CC a 
�"ongguo dian3ing "e4uo 4"ipian gongsi �,cF!��]�$, the 
competent authorit4 for co-production formalities management, as per 
the Agreement, art. 2), it received technical and logistical support from 
Shanghai �ilm Group (�"ang"ai dian3ing $ituan gongsi �XcF�+�
$). �onetheless, the film was recognized as “assisted production” 
instead of “co-production”	
, underlining a lack in the e3ecution of the 
Agreement.  

The enforcement of the 2BB4 Agreement was not immediate. It took 
effect onl4 nine 4ears later (2B1E), while different interpretation 
documents were issued (Table 1).  
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As shown in Table 1, the “�3planator4 �ote to Article 1B” 

(hereinafter �3planator4 �ote) was issued in 2BB8 to provide details 
on the application of the Agreement. Article 1B stated that the co-
financed and jointl4 produced films were to be e3amined and 
approved b4 the competent authorities of the parties. The �3planator4 
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�ote further specified that the script and the project of the film must 
be provisionall4 approved b4 the Authorit4 of each countr4, according 
to internal rules and regulations. The provisional approval is to be 
followed b4 the definitive approval. The latter is granted to the 
completed film whether the product is consistent with the values of 
the previous inspection and works. A permit for public release at the 
national or international level is then issued. To a certain e3tent, the 
�3planator4 �ote strengthened the control over the film b4 the 
competent institutions of the two countries. �tri�to sensu, emphasized 
the importance of content selection in the field of Sino-Italian co-
productions, as sensitive topics are to be avoided	�.  

�ven though the 2BB8 �3planator4 �ote fostered the 
implementation of Sino-Italian official e3changes and the launch of a 
series of initiatives both in China and in Ital4, co-production projects 
did not see the light soon.  

On September 2G, 2B12, the President of the Italian Republic 
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The signing of the “Ratification and �3ecution of the Agreement” 
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activities are investigated in the following paragraphs, in terms of 
present and future perspectives on Sino-Italian co-productions.  

�irstl4, as far as cinematic projects are concerned, the following 
titles were announced after the ratification of the Agreement. �amel4, 
�verlasting 
oments b4 Maurizio Sciarra (b. 19GG) (co-written with �i 
�hen ��, screenwriter of �aise t"e �ed �antern b4 �hang �imou), 
�ibis�us b4 Paolo �ogli (b. 196B) and Alessandro Pondi (b. 19I2) 
(produced b4 Italian �MM� and Tianjin TV �ian$in dians"itai .Wcx
�), the documentar4 C"ina �oves 	tal3 b4 Ignazio Agosta (1948-2B21)	�, 
and �"ere is �l1a3s a �eason (Chinese title, �"i�"u 3ou 3in ��T1) b4 
Dario �aldi (b. 19I6)	
. However, most of the projects did not reach the 
big screen, or the information on the distribution was lacking. To quote 
an e3ample, as �ona noted	�, �"ere is �l1a3s a �eason was filmed in 
2B12 between �avignana (Sicil4) and Chengdu (Sichuan). The film was 
supposed to be the first joint co-production between private Chinese 
and Italian companies, as the bilateral collaboration was enacted 
through different stages of the production, from screenwriting to 
multinational cast management. However, the comed4 co-produced 
and starred b4 the actress Maria Grazia Cucinotta (b. 1968) has never 
been distributed.  

The difficulties that occurred in the realization of the co-
productions showed that procedural rules and standards were needed 
to foster the efficac4 of the Agreement, as reported b4 the 
representative of A�ICA (Italian Cinema Industr4 Association) in 
�eijing Andrea Cicini	�. On 
une 18, 2B14, the “Procedural Rules of the 
Agreement” were subscribed, clearing the wa4 for the enhancement of 
Sino-Italian co-productions. In particular, the document provided 
details about the identification and activation of co-productions (art. 1, 
art. 2), post-production and language (art. G), la4out and contents of 
co-production contracts (art. E), as well as co-production (art. 4) and 
e3port quotas (art. 6), and the participation to film festivals (art. 6). 

Here, an additional comment on the “Procedural rules of the 
Agreement” is needed. �hile in the Chinese version of the te3t, the 
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e3pressions “Sino-Italian co-productions” (�i �"ong "e4uo s"e4"i J�
!�L�) and “Italo-Chinese co-productions” (�"ong �i "e4uo s"e4"i 
�J!�L�) are used to define co-production projects, in the Italian 
version there is a different formula. The e3pression “Cino-Italian co-
production” is used, which was frequent in official te3ts in the earl4 
XX centur4 to indicate Sino-Italian relations. The le3ical choice of the 
Italian version emphasises a sort of distance of the Italian institutions 
towards collaborations with China. It is therefore a cultural gap that 
the Italian side should overcome in order to enhance Sino-Italian film 
co-productions. Read as polic4 evidence, these le3ical as4mmetries 
signal polic4 translation and institutional distance: when 
administrative categories (credits, nationalit4 status, approvals) are 
imperfectl4 aligned across languages, frictions emerge at precisel4 the 
contracting and attribution junctures on which co-productions depend, 
helping to e3plain wh4 a formall4 valid framework ma4 still 4ield few 
recognised outcomes. 

The first co-production to abide b4 the terms of the Agreement and 
be distributed on cinematic screens was Coffee (2B16) b4 Cristiano 
�ortone. The film paved the wa4 for the second Sino-Italian co-
production. �"e 	talian �e�ipe (2B22), directed b4 the pop star Hou 
�u3in and produced b4 �ortone himself. The two films are presented 
in the ne3t paragraph.  

Secondl4, the ratification of the Agreement was followed b4 a series 
of official events to foster cultural e3changes and cinematic contacts 
between China and Ital4. 

In 2B1E the Italian Association of �ilm, Audiovisual, and Digital 
Industries (A�ICA) founded an office in �eijing, with the support of 
the Italian �mbass4 and the Italian Trade Agenc4 (ITA), and the 
“Project China” was launched
�. In �ovember 2B1E, the first “China 
Da4” was held at the Rome �ilm �estival and fourteen Chinese 
productions were announced to be filmed in Ital4
1.  

Since 2B14, “�ocus China” (
u$i �"ongguo m��,) and “�ocus 
Ital4” (
u$i �idali mZJ-�) specular activities have been organized 
in international venues. �amel4, film festivals such as Venice, Rome, 
and �eijing
�. Moreover, in addition to a special projection of Sino-
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International co-productions at the Casa del Cinema in Rome on 
une 
9-11, 2B1I (Casa del Cinema 2B1I), the director Paolo Genovese held a 
masterclass at the Shanghai �ormal �niversit4 (�"ang"ai s"ifang da2ue 
�X>q-3) on 
une 2E, 2B19, when he was member of the jur4 of 
the 22�� edition of the Shanghai International �ilm �estival (SI��, 
�"ang"ai guo$i dian3ing$ie �X,�cFp, 
une 1G-24, 2B19)
	. 

However, besides the above-mentioned state supported events, 
Sino-Italian co-productions seem bound to film markets and 
professional workshops. Among the most active environments, is 
�dine’s �ar �ast �ilm �estival (founded in 1999). The film market 
“�ocus Asia”, which is linked to the International Audiovisual Market 
a MIA (organized in Rome b4 A�ICA and the Audiovisual Producers 
Association a APA), and the workshop “Ties That �ind”  are intended 
to promote connections between Asia and �urope. �ithin cinematic 
relations between �ast and �est, there is also “�ridging the Dragon”. 
In the senior board, the producers Marc �aschet, Cristiano �ortone, 
�ranck Priot, and Rikke �nnis. The association is based in �erlin and 
�eijing, and aims at linking �uropean and Chinese film professionals 
through workshops and film markets. After backing the first two 
official Sino-Italian co-productions (Coffee 2B16, �"e 	talian �e�ipe 2B22), 
in 2B2E �ridging the Dragon partnered with the �uropean �ilm Market 
of the �erlinale (�ebruar4 2B2E) and the March7 du �ilm at Cannes 
�ilm �estival (Ma4 2B2E)

. 
In comparative perspective, Sino-American ventures and PRC 
agreements with other �uropean and Asian partners reveal similar 
coordination challenges (approvals, nationalit4 points, recoupment, 
market access) but often operate at larger scales or under different 
incentive structures. Situating the Italian case against these patterns 
clarifies which constraints are s4stemic and which are specific to Ital4’s 
industrial size, funding ecolog4, and treat4 implementation
�. 
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Coffee (�afei fengbao &*�R , 2B16) was directed b4 Cristiano 
�ortone and is acknowledged as the first Sino-Italian co-production. 
The film was co-funded b4 Ital4 (Orisa Produzioni), China (Road 
Pictures, China �lues), and �elgium (Savage �ilms) and was produced 
with the support of MI�ACT, Rai Cinema, IDM S@dtirol �ilm 
Commission, Screen �landers, and the D-HIV� �ilm �und. The 
international composition of the production is seen to be connected 
with �ortone’s background. Italian b4 origin, he has frequent contacts 
with China though the �ridging the Dragon association. As per 
�aviosa (2B1I, p. 9G), the �elgian production was involved as �ortone 
had alread4 worked in the �landers for the film 
arina (2B1E). 

Coffee focuses on social themes and issues of the globalized world: 
multiculturalism, racism, environmentalism, pollution, and 4outh 
unemplo4ment. As per the title, coffee acts as the common thread of 
the narration. The stor4telling is deconstructed into three separate 
stories set in different countries, but intertwined b4 the editing: 

• �elgium a Hamed owns a pawnshop, which is devastated 
during a street riot. On that occasion, he is stolen a coffee pot and tries 
to have it back from the burglar risking his own life.  

• Ital4 a Renzo is an underpaid barista. After finding out that his 
girlfriend Gaia is pregnant, he decides to find a better future for his 
famil4. Renzo gets involved in a robber4. The police intervene, but 
Renzo and Gaia are given a chance to change their lives.  

• China a Ren �ei is a 4oung manager in a chemical compan4, 
who is getting married to the daughter of his boss. He is asked to go to 
his hometown in �unnan to deal with an emergenc4. A factor4 is 
under surveillance because of the danger of polluting the coffee 
cultivation of the area. A local 4oung artist will help him to find a 
solution.  

As well as the screenpla4, the production of Coffee was tripartite too, 
with three crews and three casts, one for each section of the stor4
�. The 
film was presented in the Venice Da4s (Giornate degli Autori) section 
at the IE�� edition of the Venice �ilm �estival (August 2B16), and then 
distributed in Ital4 (October 2B16) and in China (December 2B1I). 
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As director �ortone stated

, adjustments were made to the scenario 
to adapt part of the stor4 to the indicators checked b4 competent 
Authorities.  

Originall4, the ecological disaster was to have alread4 happened, 
and the dilemma of Ren �ei should have been whether to denounce 
the compan4 or sweep the scandal under the rug. Instead, in the film, 
the catastrophe has not taken place 4et, but the protagonist strives to 
preserve environmentalism and protect the local rural communit4. To 
this e3tent, Ren’s character abides b4 the traditional Confucian values 
of the gentlemen, who realizes his aspirations in a peaceful and 
harmonious societ4.  

Coffee paved the wa4 for the second Sino-Italian film co-production 
project, for which �ortone served as one of the main producers.  

�"e 	talian �e�ipe (2B22) was directed b4 Hou �u3in and produced 
b4 Ital4 (Orisa Produzioni, Dauphine �ilm Compan4), China (�eijing 
�D Pictures �ei$ing �udi �ing3e �	PNF� , �un Age Pictures 
�ai2in ma"ua �ing3e DH� F�) and German4 (�ightburst Pictures). 
The film was supported b4 �azio Region and co-financed b4 the 
�uropean �nion.  

Adapted from a scenario b4 Alberto Simone (b. 19GI), �"e 	talian 
�e�ipe was distributed on PRC streaming platforms from 
ul4 14, 2B22, 
with the title �u $ian ni 4"i"ou ~v��# (After I Met �ou), after the 
world premiere at the �dine �ar �ast �ilm �estival on April 22, 2B22
�.  

As for Coffee, the co-production involved several reflections on 
content selection.  

It is a teenage romantic comed4 inspired b4 �oman �olida3 (19GE) 
b4 �illiam �4ler (19B2-1981), with Audre4 Hepburn (1929-199E) and 
Gregor4 Peck (1916-2BBE). Set in Rome, the love stor4 is between the 
Chinese pop star Peng (�iu Xun �¾, b. 199G), who is having his music 
tour in Ital4, and Mand4 (Huang �ao�;, b. 1994), a Chinese girl who 
works in the famil4 laundr4 shop and dreams to become a famous chef.  

The film was ideated for the Chinese public, bringing to the big 
screen a postcard of Ital4. It includes famous views of Rome such as 
the Imperial �orums, but also lesser-known places of the Italian 
cultural tradition. �or e3ample, the Conservatorio di Musica “Santa 
Cecilia” serves as an astonishing background for a dialogue between 
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the protagonists, in which the composer �nnio Morricone (1928-2B2B) 
and his work are mentioned.  

�"e 	talian �e�ipe condensed some of the new trends of Sino-Italian 
co-productions. �esides confirming the efficac4 of comedies for telling 
stories of transnational relevance, it also showed the importance of the 
digital dimension for film distribution and promotion in the Chinese 
market. The publication of the teaser of �"e 	talian �e�ipe on TikTok 
was a successful marketing strateg4, as the video went viral, providing 
the film with the interest and support of the online audience (Orisa 
Produzioni 2B22). �"e 	talian �e�ipe was uploaded on Video On 
Demand (VOD) platforms like Tencent Video (�eng2un s"ipin nyx
�), iQi4i (�i+i3i \/o), �ouku
�, �ilibili'('(, where it had a 
consistent response. Due to cinema closures during the COVID-19 
pandemic, however, the film has not 4et reached cinematic release in 
the PRC. 

Together with Coffee, �"e 	talian �e�ipe represents a productive 
chapter in Sino-Italian cinematic collaboration. �onetheless, both films 
also reveal the structural weaknesses and latent potential of the China-
Ital4 co-production sector, issues that are further discussed in the 
conclusion. 
 
 
/51 Conclusion  
 

This chapter e3plains wh4, despite diplomatic milestones and a 
formal treat4 framework, onl4 Coffee (2B16) and �"e 	talian �e�ipe (2B22) 
have so far been officiall4 recognized as Sino-Italian co-productions. 
The evidence shows that feasibilit4 is never the product of a single 
factor but of a configuration of mutuall4 reinforcing conditions. �irst, 
policies and procedures must line up a timel4 ratifications, clear 
approvals, stable points of contact a so that producers can plan with 
some certaint4. Second, the financing and corporate architecture must 
reach the relevant thresholds: minimum national shares, workable 
participation b4 �uropean partners, and recognizable nationalit4 
benefits that unlock funds or points. Third, the project’s narrative and 
genre have to be calibrated to the review regime, not as an afterthought 
but as a design constraint that shapes treatment, character arcs, and 
even marketing strateg4. �ourth, projects depend on brokerage: 
producers and teams with the relational capital to translate across 
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institutions and languages, hold the chain of approvals together, and 
solve problems as the4 arise. �hen these four conditions converge, as 
the two case studies illustrate, projects cross the lineQ when even one 
remains sub-critical, the man4 announced but unrealized ventures 
tend to stall. 

�rom the anal4sis presented, a methodological and anal4tical 
framework can be inferred a one that ma4 serve as a basis for future 
studies on Sino-Italian co-productions. The preceding sections laid out 
the empirical pieces a earl4 encounters, the consolidation of contacts 
through 
ar�o �olo (1982) and �"e �ast �mperor (198I), and the 
subsequent polic4 architecture culminating in the 2BB4 Agreement and 
its 2B12-2B1E ratification, so that the underl4ing mechanism could be 
deduced rather than presupposed. �aming it here shows how the 
parts interlock: dela4ed implementation and “assisted production” 
classifications e3pose gaps in polic4 fitQ the flurr4 of post-2B1E 
announcements that failed to reach screens signals fragile finance and 
uncertain nationalit4 benefitsQ the rewriting of Coffee’s Chinese 
stor4line e3emplifies content calibration under approval constraintsQ 
and �ortone’s recurring role across projects illustrates the brokerage 
capacit4 that can offset structural frictions. Industr4 initiatives a 
“�ocus China_Ital4”, A�ICA’s �eijing office, festival markets such as 
�dine’s �ocus Asia and �ridging the Dragon’s platforms a e3pand 
opportunit4 structures but do not, on their own, substitute for 
alignment across the four dimensions. 

The framework also helps to interpret more recent d4namics. Genre 
preferences identified b4 practitioners a comedies, animation, remakes 
a map onto content suitabilit4 under current review regimes. The 
prominence of independent ventures and the recurrent involvement 
of a third �uropean partner reflect the finance-and-structure logic of 
medium-sized industries seeking risk-sharing and nationalit4 points. 
The pivot to digital promotion and platform distribution for �"e 	talian 
�e�ipe underscores how approval, financing, and marketing are 
increasingl4 co-designed. �inall4, polic4 horizons matter: the 2BB4 
Agreement’s e3pir4 in April 2B21 reintroduces uncertaint4Q Ital4’s 
signaling of a co-production accord with 
apan
� and China’s parallel 
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emphasis on �RI (�i dai 3i lu 一?一»)_�RICS cultural partnerships�� 
reshape incentives and benchmarks for future Italo-Chinese 
collaboration. 

Conceptuall4, treating co-production as a polic4-mediated 
coordination problem refines transnational production accounts that 
would otherwise read these outcomes as purel4 industrial choices. The 
bilingual reading of the Agreement and the Procedural Rules 
demonstrates how translation and semantic as4mmetries generate 
frictions precisel4 at contracting, crediting, and approval junctures a 
where medium-sized industries pa4 the highest coordination costs. 
Methodologicall4, aligning case anal4sis with the D�IC’s collective-
biographical mapping clarifies how a small set of practitioners with 
specific network capital act as pivots that make rare successes possible. 

�onetheless, this chapter also points to several research paths that 
merit further development. Specificall4, it has focused on the Italian 
production side and does not address reception or long-run cultural 
impactQ it privileges depth over breadth in its selection of casesQ and 
some institutional inferences rel4 on public documentation and 
interviews rather than internal archives. These limits, however, point 
to a program of further work: comparative tests of the mechanism 
across Sino-�S and other �uropean or Asian regimesQ granular audits 
of financing stacks and risk allocation (from public funds and TV 
presales to platform participation and completion bonds)Q 
ethnographic stud4 of approval workflows and legal_translation 
practicesQ and longitudinal anal4sis of evolving content priorities 
(including “main-melod4”_soft-power logics) and their implications 
for co-production design. 

Practicall4, the anal4sis suggests through diachronic stud4 an 
actionable path forward. Increasing the 4ield of recognized projects 
will require reducing semantic and institutional frictions through 
harmonized templates, aligned timelines, and stable contact pointsQ 
de-risking finance via triangulated �uropean participation with clear 
nationalit4 benefitsQ and codif4ing genre and cultural format 
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pathwa4s alread4 shown to be approval-compatible. Against this 
background, the newl4 announced authorial project � �ood for �ot"ing 
(�ei2iao de da"uli Ghe-^_, 2B2E)�1 offers a near-term test case: its 
development trajector4 will indicate whether alignment across polic4 
fit, finance and structure, content suitabilit4, and network capacit4 can 
be routinised rather than achieved ad hoc. Above all, shifting attention 
from isolated outcomes to the mechanism that enables them clarifies 
how polic4 instruments, industrial practices, and professional 
networks jointl4 determine the frontier of feasible Italian collaboration 
with China.  
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