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Professional learning and skills
development in the European
Film industry: interest, capacity,
learning modes, and future
priorities
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NGO Black Nights Film Festival, Tallinn, Estonia

This study examines how professionals in the European audiovisual sector
engage with skills development and how they perceive different modes of
professional learning. Data were collected from 355 professionals across
diverse roles, career stages, and countries. Quantitative and qualitative analyses
addressed five research questions: (1) interest and capacity for training, (2)
preferred learning modes, (3) future skill priorities, (4) financial security and
access to support, and (5) evaluations of training opportunities in Europe. The
findings indicate that while online courses are widely used, participants often
view them as complementary to in-person formats, particularly for practice-
oriented or collaborative learning. Respondents also frequently emphasized
the value of networking and peer exchange within professional learning
environments, though not at the expense of skill development. The study
contributes to research on skills ecosystems in the creative industries by offering
empirically grounded insights into how workers navigate fragmented training
landscapes and by outlining implications for designing more coherent and
accessible upskilling pathways across Europe.
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Introduction

Skills development has become a critical priority for the European film industry, as
reflected in the most recent European Media Industry Outlook (European Commission,
2025). The report underlines that Europe’s audiovisual and media sectors are undergoing
a profound transformation driven by technological disruption, the rise of global streaming
platforms, and the rapid uptake of artificial intelligence. Within this shifting environment,
persistent skills gaps, particularly in digital, technical, and management role, pose a
structural barrier to competitiveness and cultural sustainability. These challenges are most
acute in small European markets, where limited scale, fragile financing, and reliance
on project-based employment amplify the risks of talent drain and career uncertainty.
The 2025 Outlook stresses that future resilience depends on strengthening Europe’s
capacity for innovation, cross-border collaboration, and continuous upskilling. Building
on the first Outlook (2023), which had already identified the convergence of digital,
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technological, and creative competencies as a central challenge,
recent analyses confirm that professional learning is not only an
individual necessity but also a systemic imperative for sustaining
cultural diversity and industrial competitiveness. At the same time,
Europe’s small media markets continue to face scale disadvantages
intensified by globalization and the dominance of U.S. platforms,
making skills policies central to maintaining both cultural diversity
and industrial resilience (Hjort, 2005; Puppis, 2009; Raats et al.,
2016).

Technological disruption further amplifies the urgency of this
problem. Digitization, streaming platforms, and the rapid uptake
of artificial intelligence have transformed production, distribution,
and creative workflows, demanding new competencies in digital
pipelines, rights management, data literacy, and ethical engagement
with AI-driven tools (Doyle, 2016; Sanusi et al., 2024; Tsiavos and
Kitsios, 2025; Yan et al., 2024). The COVID-19 crisis exposed
additional vulnerabilities, accelerating the shift to online training
and virtual production while simultaneously revealing inequalities
of access and deepening the need for adaptive management and
resilience skills (Travkina and Sacco, 2020). Evidence suggests that
to remain competitive, professionals in small markets must not only
keep pace with global innovation but also establish cross-sectoral
linkages with education, tourism, and other fields (Ibrus and Rohn,
2016; Iordache et al., 2022).

Professional learning in the film industry is dynamic and
networked. It extends beyond formal film schools into informal,
iterative, and peer-driven contexts, such as residencies, mentorship,
and industry markets, which serve as crucial arenas for acquiring
both knowledge and symbolic capital (Bondebjerg and Redvall,
2015; Szczepanik and Vonderau, 2013). Surveys of European
professionals show that, due to the dominance of freelance
and micro-enterprise structures, many rely heavily on hands-
on, informal skill acquisition in lieu of structured training
opportunities (Antal, 2020). Yet despite the growth of non-
formal initiatives supported by Creative Europe and national
agencies, structural inequalities persist. Access to training is
uneven, satisfaction with e-learning remains limited, and shortages
are especially acute in managerial, strategic, and advanced technical
roles (Screen Industries Growth Network, 2022; Green et al.,
2022; Screen, 2025). These gaps undermine both individual career
sustainability and the wider competitiveness of the European
film ecosystem.

Against this backdrop, there is a need for systematic evidence
on how film professionals in Europe perceive and pursue skills
development, how their preferred learning modes and satisfaction
with training vary across roles and career stages, and which
skill domains should be prioritized in the future. While policy
initiatives and prior studies highlight broad challenges, there
remains limited comparative evidence on the interplay between
professionals’ interest in upskilling, perceived capacity to train,
chosen learning formats, and skill priorities across different profiles
and countries. Addressing this gap is essential in order to design
training and policy interventions that are inclusive, future-oriented,
and responsive to the precarious yet innovation-driven realities of
the sector.

Thus, this study aims to examine the current landscape of
professional learning and skills development in the European film

industry, focusing on the relationship between interest, capacity,
learning modes, and future skill priorities.

Theoretical overview

To strengthen the conceptual alignment of the theoretical
framework, we explicitly connect the four pillars discussed
above, project-based labor, technological disruption, informal and
networked learning, and the learning economy, to the empirical
focus of this study. Project-based and freelance employment
structures shape professionals’ capacity to engage in training
due to income volatility and limited institutional support (Jones,
1996; Hjort, 2005). Rapid digitalization and the emergence of
AI competencies inform the future skill priorities examined
in the survey, as audiovisual workflows increasingly demand
data-driven, technical, and adaptive skills (Doyle, 2016; Sanusi
et al., 2024; Tsiavos and Kitsios, 2025). The prominence of
informal, peer-based, and networked learning environments
directly underpins our analysis of learning modes, reflecting how
knowledge circulates in relational creative ecosystems (Bondebjerg
and Redvall, 2015; Szczepanik and Vonderau, 2013). Finally, the
learning economy and national innovation systems perspectives
justify the cross-country comparisons by showing how institutional
infrastructures and national policy environments shape interest in
skills development and access to training opportunities across small
European markets (Lundvall, 2010; Ibrus and Rohn, 2016; Puppis,
2009).

Skills development and creative
learning in the film industry

Skills development in the film industry has long been
considered a crucial factor for both industrial competitiveness
and cultural sustainability. In the European context, the issue is
particularly acute due to the structural features of small media
markets, increasing globalization, and technological disruption
(Hjort, 2005; Ibrus and Rohn, 2016; McElroy et al., 2018). The
audiovisual industries are embedded in a project-based economy
where employment is often precarious, careers are boundary
less, and knowledge is distributed across networks rather than
concentrated within stable organizations (Jones, 1996). As such,
professional learning and skills development cannot be reduced to
formal education or vocational training; instead they need to be
understood as dynamic, networked, and creative processes.

European audiovisual markets face pressures from global
platforms and the dominance of U.S. players (Crane, 2014; Hoskins
and Mirus, 1988). At the same time, digitization and the rise of
streaming have altered production, distribution, and consumption
patterns (Doyle, 2016; Grece and Pumares, 2019). More recently,
the rapid emergence of artificial intelligence (AI) in content
creation, recommendation systems, and production workflows has
further expanded the range of skills required, from data literacy
to ethical competencies in managing AI-driven tools (Sanusi et al.,
2024; Tsiavos and Kitsios, 2025; Uddin et al., 2025; Yan et al., 2024).
These transformations demand new skills in digital workflows,
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data analysis, rights management, and transnational collaboration
(Alaveras et al., 2018; Iordache et al., 2022). Small countries,
in particular, struggle to maintain competitive ecosystems and
develop talent pipelines faced with the global concentration of
capital and audiences (Puppis, 2009; Raats et al., 2016). The
COVID-19 pandemic further exposed vulnerabilities, disrupting
production cycles and accelerating reliance on digital platforms
(Travkina and Sacco, 2020). This crisis not only underlined
the need for business resilience and adaptive management skills
but also highlighted the importance of “hidden innovation” in
creative industries, organizational and collaborative forms of
innovation not captured by traditional R&D frameworks (Hii
and Neely, 2000). Such conditions underscore the importance of
dynamic capabilities, the ability to integrate, build, and reconfigure
competencies in rapidly changing environments (Teece et al.,
1997).

Networked learning and creative processes

Skills in the film industry are not only technical but also
social and relational in nature Ormerod et al. (2008) conceptualize
cultural industries as social network markets, where value is
produced and diffused through relationships, reputation, and peer
recognition. This framework helps explain why film professionals
consistently describe workshops, residencies, and festivals as crucial
spaces for professional growth (Bondebjerg and Redvall, 2015;
Szczepanik and Vonderau, 2013). In such contexts, learning
is inseparable from networking: professionals acquire not only
knowledge but also access to collaborative projects, mentorship,
and symbolic validation.

Creative learning in this sense is highly informal, iterative, and
situated in practice. It involves cycles of experimentation, feedback,
and reflexive adjustment that resemble experiential learning
processes (Hartley et al., 2013). Rather than acquiring fixed skills,
professionals engage in problem-solving, bricolage, and knowledge
recombination across disciplinary and institutional boundaries
(Chaminade et al., 2018; Hartley et al., 2020). This resonates
with scholarships on innovation systems and learning economies,
which emphasize interactive learning, knowledge spillovers, and
the cumulative dynamics of capability-building (Lundvall, 2010).

In small markets, the conditions of scale intensify the
challenges of skills development. Domestic industries must sustain
talent in the face of limited financing, fragmented audiences,
and intense competition from global services (Bergfelder, 2005;
Higson, 2018). Public film funding, Creative Europe support, and
regional incentives play a critical role in sustaining professional
development and enabling co-production networks (Bengesser and
Hansen, 2022; Eskilsson, 2022). However, these supports also risk
creating dependencies on larger markets or external investors,
raising questions about long-term sustainability (McElroy et al.,
2018; Rohn and Loeser, 2020).

One response has been the emergence of cross-innovation
systems in which audiovisual industries collaborate with adjacent
sectors such as education, health, and tourism (Ibrus, 2024).
These intersectoral linkages create opportunities for professionals
to acquire transferable skills and expand their competencies beyond

traditional film production. For instance, collaborations with
education promote media literacy and pedagogical innovation,
while links with tourism foster location branding and cross-
media storytelling (Ibrus and Rohn, 2016). Cross-innovation thus
highlights how creative learning in small markets is embedded in
broader innovation ecosystems, not only in cultural but also in
socio-economic development contexts.

Policy and institutional frameworks are decisive in shaping
learning opportunities. The European Union’s Digital Single
Market Strategy and Creative Europe program aim to foster
transnational mobility, professional training, and cross-border
circulation of works (Bengesser and Hansen, 2022; Ibrus,
2016; Steemers et al., 2018). However, regulatory asymmetries
and global platform dominance complicate the implementation
of cohesive skills policies (Ibrus and Rohn, 2016). National
systems of innovation and cultural policy traditions also mediate
how skills strategies are designed and adopted (Hallin and
Mancini, 2004; Syvertsen et al., 2014). At the micro-level,
professional development reflects ongoing negotiations between
industrial logics and individual career strategies. Professionals
must balance creative ambitions with commercial imperatives,
adapt to volatile employment markets, and continually upgrade
their knowledge of digital technologies and data-driven practices
(Manovich, 2017; Sadowski, 2019). The cultural and gendered
dimensions of labor further complicate these dynamics, as
inequalities in access to training and networks persist. Addressing
these inequalities requires policies that combine inclusivity,
sustainability, and innovation.

Overall, skills development in the film industry is best
understood as a form of creative learning that is systemic,
networked, and adaptive. It encompasses both formal training and
informal peer-to-peer exchanges, as well as technical competencies
and socio-cultural literacies. Professionals acquire capabilities not
only through structured curricula but also through participation
in transnational production cultures, cross-sectoral collaborations,
and innovation ecosystems (Ercole et al., 2020; Szczepanik
et al., 2020). By combining perspectives on dynamic capabilities,
social network markets, cross-innovation, and national innovation
systems, this framework captures the complexity of learning in
the audiovisual sector. Skills are not static but evolving, situated
at the intersection of individual careers, collective practices, and
institutional arrangements. For small markets in particular, the
ability to foster creative learning environments is critical to
sustaining competitiveness, cultural diversity, and resilience in the
face of global pressures.

Educational perspectives on film skills
development

The learning processes of film professionals can be understood
through several complementary educational theories that
illuminate the dynamics of skills acquisition in project-based,
precarious, and rapidly transforming industries. First, experiential
learning (Kolb, 2014) offers a useful lens for understanding how
creative professionals develop their competencies. Kolb’s model
describes learning as a cyclical process of concrete experience,
reflective observation, abstract conceptualization, and active
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experimentation. This resonates with film practice, where
professionals learn primarily by doing, through collaboration
on projects, problem-solving under real-world constraints, and
iteratively refining their craft. Workshops, residencies, and
production settings thus serve as environments where experiential
learning is both structured and emergent.

Second, the accelerating transformations of the film Industry,
involving artificial intelligence, digital workflows, and sustainability
imperatives, can be linked to transformative learning theory (Illeris,
2014; Mezirow, 1991). Transformative learning emphasizes how
adults confront disruptions that challenge their existing frames
of reference, engaging in critical reflection that enables them to
reinterpret prior assumptions and develop new perspectives. For
film professionals, adapting to technological disruption or coping
with employment precarity often requires precisely this form
of perspective transformation, whereby identity, creativity, and
professional strategies are reconfigured.

Third, film careers exemplify the principles of lifelong and
lifewide learning (Sala et al., 2020; Schuller and Watson, 2009).
The “boundaryless” career model (Jones, 1996), typical of cultural
and creative industries, requires professionals to continuously
acquire new knowledge and skills across formal, non-formal, and
informal contexts. Learning is not confined to academic institutions
but occurs in multiple arenas: on-the-job practices, peer-to-
peer exchanges, professional networks, online environments, and
cross-sectoral collaborations. The survey results from this study,
which highlight the preference for informal training modes and
industry-based learning, further confirm the centrality of lifelong
and flexible learning pathways in sustaining employability and
creative competitiveness.

Finally, these processes can be situated within the broader
framework of the learning economy and national innovation
systems (Lundvall, 2010), which conceptualize learning as
systemic and collective rather than purely individual. In small
European film markets, where scale disadvantages exacerbate
the challenges of talent retention and innovation, the ability
to sustain collective learning environments and interactive
knowledge spillovers is crucial. Skills development in this
perspective is embedded in broader innovation ecosystems,
connecting individuals, organizations, and institutions in processes
of capability-building that extend beyond the film sector. These
perspectives underline that professional learning in the film
industry is experiential, transformative, and lifelong, while also
being systemically embedded within broader socio-economic and
innovation structures.

Previous studies

Film industry professionals in Europe acquire skills through a
mix of formal education, non-formal programs, informal learning,
and increasingly, online resources. According to a UK review,
training opportunities encompass nationally accredited courses,
informal on-the-job learning, peer networks, as well as non-formal
workshops and labs, with e-learning gaining prominence (Screen
Industries Growth Network, 2022). Informal learning, whether
gained on the set or through peer mentorship, remains vital in this
sector. Surveys of European creative workers reveal that, given the
prevalence dominance of freelance and micro-business structures,

many professionals heavily rely on hands-on learning instead of
structured training, as formal lifelong learning opportunities and
large employers’ programs are often absent (Antal, 2020).

Formal film school education is still a common entry route,
but it is not a strict requirement for industry work. In the
United States, for instance, enrollments in film and media
programs have increased by nearly 300% since the 1970s, even
though degrees are not mandatory for careers in the sector
(Szczepanik, 2018). Film schools and media programs serve as
“pre-industry” training grounds where aspiring creatives hone
their practice-based skills, build portfolios, and establish networks.
Across Europe, numerous non-formal training initiatives also
supplement or replace formal schooling. These include talent labs,
residency programs, mentorship schemes at festivals, and short-
term workshops often supported by guilds or public funds. The
EU’s Creative Europe MEDIA program has explicitly funded such
courses and labs for audiovisual professionals, and its successor
continues to prioritize skills development (Creative Skills, 2020).

Online learning has emerged as a convenient supplement to
traditional learning. An increasing number of universities and arts
institutes in Europe now offer lifelong learning courses for industry
practitioners, and dedicated online platforms provide free tutorials
and MOOCs on film skills (Creative Skills, 2020). During the
COVID-19 pandemic, much training provision pivoted to virtual
formats out of necessity. This accelerated e-learning adoption but
also revealed challenges: on-set apprenticeships were curtailed, and
a “digital divide” meant not all could access online resources equally
(due to technology or time constraints) (Screen Industries Growth
Network, 2022).

Variations by role and career stage

Skill development needs and preferences vary across
professional roles in the film industry, as well as across career
stages. Research indicates that creative, technical, and managerial
groups face distinct gaps and pursue training in different ways. In
the UK, for instance, a Creative Skillset employer panel highlighted
acute shortages in managerial and leadership positions—notably
producers, first assistant directors, and production accountants—
together with a lack of personnel in technical areas such as
prosthetic makeup, sound recording, and health & safety on
set (Screen Industries Growth Network, 2022). Addressing
these requires tailored strategies: while boosting the pipeline of
production managers and line producers may call for targeted
workshops or mentorship, closing technical gaps is more likely to
depend on vocational courses and certifications, such as training
sound technicians in emerging audio technologies.

Employers also frequently report that graduates are not fully
“work-ready.” According to Green et al. (2022), new entrants
often lack the set etiquette, business awareness, and soft skills
needed for entry-level jobs. Traditionally, these abilities are
gained through on-set experience, but because placements are
frequently unpaid, only those with sufficient financial means
can afford them. As a result, early-career filmmakers often
rely on informal apprenticeships or trial-by-fire experiences on
independent projects, which disadvantages those without social or
economic capital. To mitigate this imbalance, Green and colleagues
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describe experiments with alternative training methods, such as
simulated on-set experiences via serious games, which aim to
provide more accessible entry points into production work.

Different roles also show different learning priorities. Creative
roles (writers, directors, cinematographers, etc.) tend to develop
foundational craft skills in school or by creating their own
projects; however, as they advance, they may seek broader business
knowledge to get their work produced. A recent Irish industry
skills study (Screen, 2025) noted that many creatives, once they
have gained some experience, want to expand their skill set
into producing or financing their own projects–for example,
writers or directors learning about budgeting, fundraising, and
production management so they can initiate their own films.
These creatives identify training needs in areas such as securing
development funding, running a production, and making their
work commercially viable. On the other hand, producers and
production managers (the more managerial cohort) frequently
need enhanced skills in project management, leadership, and
emerging business practices. The Irish report found that project
management skills were repeatedly highlighted for producers as
a key development area, especially as production volumes grow
and teams become larger or more distributed. Managing complex
productions requires formal management techniques that not all
producers are taught.

The Irish skills study also noted that technical specialists
and crew (editors, sound designers, VFX artists, etc.) must
constantly update their technical competencies (new software,
new equipment) and often do so through short courses or
manufacturer-specific training, alongside peer learning. They also
benefit from mentorship to learn the tacit knowledge of their craft.
Interestingly, even in highly technical or artistic roles, “soft” skills
are important: for instance, film producers and editors work in
highly collaborative environments and therefore value networking
and teamwork abilities. Stakeholders note that developing such
collaboration skills can be challenging when training happens
online or in isolation.

The current study

This study aims to examine the current landscape of
professional learning and skills development in the European film
industry, focusing on the interplay between interest, capacity,
learning modes, and future skill priorities. Specifically, the study
seeks to (1) assess the level of interest among film professionals in
developing new skills related to their craft and explore how this
relates to their perceived capacity, financial, structural, and time-
related, to engage in training; (2) identify the preferred learning
methods, alongside satisfaction with different training experiences,
and determine how these preferences vary by professional
experience; and (3) map the types of skills professionals prioritize
for future development, investigating how these priorities differ
across creative and managerial roles, experience levels, and
national contexts. Therefore, the following research questions and
hypotheses were established:

First, what is the level of interest and perceived capacity
among film professionals to engage in skills development? We
hypothesized (H1a) that a majority of film professionals are

interested in developing new skills related to their craft (Antal,
2020; Screen Industries Growth Network, 2022). We also assumed
(H1b) that professionals who rate skill development as essential to
their career would report a higher perceived capacity—financial,
structural, and time-related—to pursue training. In addition, we
expected (H1c) that perceived capacity for training may vary
depending on professional status (e.g., freelancers vs. company
owners) (Creative Skills, 2020; Screen Industries Growth Network,
2022).

Second, what are the preferred learning modes and training
experiences among professionals in the film industry? We
hypothesized (H2a) that informal learning modes—such as on-
the-job training, peer-to-peer learning, and self-directed learning—
are used more frequently than formal academic programs (Antal,
2020; Kolb, 2014). Furthermore, we expected (H2b) that online
learning experiences are associated with lower levels of satisfaction
compared to in-person formats (Creative Skills, 2020). Lastly, we
hypothesized (H2c) that professionals with more experience in the
industry are more likely to participate in professional training and
industry exchange opportunities than those at earlier stages of their
careers (Green et al., 2022; Screen, 2025).

Third, what types of skills are prioritized for future
development, and how do these priorities vary across professional
profiles? We hypothesized (H3a) that creative roles (e.g.,
writers, directors, producers) would place greater importance on
storytelling and innovation skills, while managerial roles would
prioritize business and sustainability skills (Screen, 2025). We also
expected (H3b) that participants with more experience would
prioritize strategic and leadership skills more than those at earlier
stages of their careers (Green et al., 2022; Screen, 2025), and
that skill development priorities would differ significantly across
countries (McElroy et al., 2018; Puppis, 2009).

Fourth, how do film professionals perceive their financial
security and access to financial support for training, and how do
these perceptions vary by professional role and country cluster?
We hypothesized (H4a) that professionals in managerial positions
would report higher perceived financial security for participating in
training than those in creative roles (McElroy et al., 2018).

Fifth, how do film professionals evaluate the availability,
accessibility, and relevance of professional training and career
development opportunities in Europe, and how are these
evaluations interrelated? We hypothesized (H5a) that higher
ratings for international collaboration opportunities would be
positively correlated with perceiving European professional
training as meeting career development needs and being accessible,
as well as with a stronger self-assessment of one’s position within
the Industry (Bondebjerg and Redvall, 2015; Ibrus and Rohn, 2016;
Szczepanik and Vonderau, 2013).

Methodology

Sample

The present study is based on responses collected from 355
film industry professionals who participated in the CresCine
Extended Skills Survey. Respondents were recruited through the
Alliance of European training programmes, markets, and festivals,
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including ACE Producers, TorinoFilmLab, EAVE, CEE Animation,
Eurodoc, MIDPOINT Institute, International Screen Institute, and
Industry@Tallinn and Baltic Event. The sample comprises a diverse
set of individuals in terms of gender, age, country of residence,
professional status, experience in the industry, and areas of creative
practice. The gender distribution shows a relatively balanced yet
female-majority sample, with 59.4% identifying as female (n= 211),
37.5% identifying as male (n = 133), and 2.3% preferring not to
disclose their gender (n = 8). A small number of responses (n
= 3; 0.8%) were marked as ambiguous or missing. In terms of
age, the majority of participants fell within the 35- to 54 year old
range. Specifically, 40.0% were aged 35–44 and 29.9% were aged
45–54. An additional 15.5% were aged 25–34, while younger (18–
24) and older respondents (55–65+) made up smaller proportions
of the sample. This suggests that the majority of respondents are
mid-career professionals.

Participants represented a broad international range,
comprising 17 countries. The majority were from France
(6.4%), Germany (5.9%), Italy (3.6%), and Belgium (3.5%),
followed by Poland, the Netherlands, Sweden, Switzerland,
Spain, the United Kingdom, and the United States. This diversity
highlights the pan-European and international scope of the film
industry workforce targeted in the study. Regarding professional
status, the majority of respondents (60.3%) identified themselves
as company owners, followed by freelance or self-employed
professionals (22.0%), and employees (16.1%). Only a very small
proportion worked in the public sector or represented institutions.
Among the company owners, over 90% ran small enterprises
with 1–10 permanent employees, reinforcing the observation
that the European screen industries are predominantly composed
of micro-enterprises.

Regarding industry experience, 36.1% of respondents had been
working in the industry for 6–10 years, and 32.1% for 11–20 years,
indicating a strong representation of experienced professionals.
Only 7.9% were newcomers with less than a year’s experience,
while 23.9% had 1–5 years of experience. Participants were also
asked to indicate their established craft or professional domain.
The most common roles were in creative domains: Producer
was by far the most frequently cited role (n = 274), followed
by Director (n = 80) and Writer (n = 80). Technical roles
(e.g., cinematographer, editor, sound designer) were mentioned
less frequently, as were management and consultancy roles (e.g.,
training, funding, consultancy). This indicates a strong creative
orientation in the respondent pool, though with meaningful
representation across other areas of expertise. In terms of genre,
the most dominant categories were Fiction (n = 281) and
Documentary (n = 233). Other formats such as Short form (n =
105), Serialized content (n = 72), and Animation (n = 63) were
also cited. A small number of respondents reported working with
emerging or niche formats such as Extended Reality (XR/VR) or
Self-published digital content (e.g., YouTube, Vimeo).

Procedure

The study was carried out between May and June 2024
as part of the Horizon Europe–funded CresCine project

(HORIZON-CL2-2022-HERITAGE-01, No. 101094988). The
revised survey (56 questions) was disseminated through
the Alliance of European training program, markets, and
festivals (including ACE Producers, TorinoFilmLab, EAVE,
CEE Animation, Eurodoc, MIDPOINT Institute, International
Screen Institute, and Industry@Tallinn and Baltic Event). The
questionnaire was hosted on Google Forms. All stages adhered
to the GDPR and ethical guidelines for social-science research.
Data processing agreements between the European Film Academy
and Storytek Innovation Lab (data controller and processor) were
established and approved by Hedman Law Firm.

Measures

The study employed a set of survey instruments designed
collaboratively by Storytek Innovation Lab, the European Film
Academy, and partner training programs to capture key aspects
of skills development, learning modes, training participation, and
future competence needs within the European film industry.
The questionnaire items were developed through several online
workshops (March–April 2023) and refined in 2024 based on
pilot feedback. The constructs were operationalized through a
combination of closed-ended Likert-scale questions (1 = not
at all to 10 = very well/important) and multiple-choice items,
covering five main dimensions: (1) Learning attitudes and
readiness for upskilling, (2) Preferred learning modes (formal,
non-formal, informal, online), (3) Training participation and
perceived accessibility, (4) Financial and structural capacity for
training, (5) Priorities for sustainability, diversity, and inclusion
in the industry. Many measures were adapted from established
survey design principles in social and industry research, following
Dillman et al. (2014), The Tailored Design Method, to ensure clarity,
reliability, and comparability across respondent groups. Content
validity was further supported through iterative expert reviews by
representatives of the European Film Academy and participating
training organizations.

Data analysis

All quantitative analyses were carried out using Jamovi
statistical software. To address the first research question, “What is
the level of interest and perceived capacity among film professionals
to engage in skills development?”, descriptive statistics were used to
summarize the responses. Descriptive measures were also applied
to address H1a and H1b. To test H1c, a one-way ANOVA
was conducted to compare perceived capacity for training across
professional status groups. Eta squared (η²) was used as a measure
of effect size (small effect η2 ≥ 0.01; medium effect η2 ≥ 0.06; large
effect η2 ≥ 0.14; Cohen, 1988).

To address the second research question, “What are the
preferred learning modes and training experiences among
professionals in the film industry?”, descriptive statistics were
used to examine overall patterns, addressing H2a and H2b. To
test H2c, Spearman’s rank correlation was used to assess the
relationship between years of industry experience and frequency of
participation in industry exchange and professional training.
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To address the third research question, both qualitative
and quantitative data analysis methods were applied. First,
open-ended responses to the question about “specific skills or
knowledge desired for future development” were inductively coded
into thematic skill categories (e.g., Storytelling, Innovation/Tech,
Business/Finance, Sustainability, Leadership) using a keyword-
based dictionary to produce binary indicators (1 = mentioned, 0
= not mentioned). Professional roles were classified into creative
or managerial groups based on job title keywords, with roles
such as writer, director, and producer assigned to the creative
group, and roles such as production manager, distributor, and
marketing executive assigned to the managerial group. Experience
levels were grouped into early career (≤5 years) and high
experience (≥11 years), with intermediate categories retained
for descriptive purposes but excluded from the main group
comparisons. For H3a and H3b, differences in the proportion of
respondents mentioning each skill category were tested between
two independent groups using a Wald-type z-test for the difference
in proportions, with odds ratios calculated (Haldane–Anscombe
correction applied to avoid zero-cell bias) and p-values adjusted for
multiple comparisons using the Benjamini–Hochberg procedure.
For H3c, Pearson’s chi-square tests were conducted to assess cross-
country variation in the four focal skill categories, with the analysis
restricted to countries having at least 10 respondents, Benjamini–
Hochberg correction was again applied. All tests were two-tailed,
and results were reported with both raw and adjusted p-values
alongside descriptive percentages.

To address the fourth research question, “How do film
professionals perceive their financial security and access to financial
support for training, and how do these perceptions vary by
professional role and country cluster?”, descriptive and statistical
analyses were used. For H4a, differences in perceived financial
security for participating in training between managerial and
creative roles were examined using the Mann–Whitney U-test,
given the ordinal nature and non-normal distribution of the data.

To address the fifth research question, descriptive statistics
were used to summarize respondents’ evaluations of the availability,
accessibility, and relevance of professional training and career
development opportunities in Europe. To test H5a, Spearman’s
rank correlation analysis was conducted to examine associations
between the perceived availability of international collaboration
opportunities, the perceived relevance of European professional
training for career development, the perceived accessibility of such
training, and self-assessed position within the industry.

Results

Interest and perceived capacity for skills
development among film professionals

The analysis revealed a high level of interest and positive
attitudes among film professionals toward skills development. An
overwhelming majority of respondents (98.3%, n = 349) expressed
interest in acquiring new skills related to their established craft.
Only 1.7% (n = 6) indicated no interest. Participants rated their
financial, structural, and motivational capacity to pursue training
on a scale from 1 to 10. The average rating was 6.66 (SD =

2.11), indicating a moderately high but not universal sense of
readiness. While most professionals feel reasonably equipped, the
variation in responses (minimum = 1; maximum = 10) suggests
that perceived capacity is unevenly distributed. Furthermore, nearly
all respondents (98.6%, n = 350) agreed that skills development
is an essential component of their professional growth. To
examine whether perceived capacity to pursue training differs by
professional status, a one-way analysis of variance (ANOVA) was
conducted. The results indicated that there was no statistically
significant difference in perceived capacity scores across the 10
professional status groups, F(9,344) = 1.738, p = 0.079. Although the
p-value did not reach the conventional threshold for significance (p
< 0.05), the effect size was η² = 0.043, which corresponds to a small
effect according to Cohen (1988) guidelines.

Preferred learning modes and training
participation in the film industry

To explore how film professionals acquire skills related to
their craft (RQ2), respondents were asked to indicate the learning
modes they typically use. The results showed a clear preference
for informal (H2a), practice-oriented learning environments over
formal academic training. The most frequently reported learning
mode was continuous professional training in workshops and
masterclasses, cited by 88.5% of respondents (n = 314). This
was closely followed by networking at festivals and markets,
reported by 85.4% (n = 303), and participation in conferences
and panels, mentioned by 76.3% (n = 271). These results
highlight the importance of industry-based learning contexts,
where professionals can engage with peers, stay up-to-date with
trends, and develop their expertise through direct exchange and
applied experiences. In addition, informal peer-to-peer learning
was mentioned by 54.6% (n = 194) of respondents, and learning
through film institutes by 51.8% (n = 184). Notably, more formal
academic programs, such as degree courses or university-based
instruction, were cited far less frequently, reinforcing the notion
that film professionals tend to favor flexible, experience-based, and
industry-integrated approaches to learning.

The hypothesis (H2b) that online learning experiences are
associated with lower satisfaction compared to in-person formats
could not be directly tested with the present dataset, as no
equivalent satisfaction ratings for in-person training were available.
However, descriptive statistics provide insights into respondents’
perceptions of online learning. For the question “If you have
participated in online courses and/or e-learning, do you find it
effective for your profession/craft/career development in comparison
to “face-to-face” or “on-site” training?”, the mean was 4.69 (SD =
2.61, Median = 5, n = 296) on a 0–10 scale. For the question “If
you have participated in online courses and/or e-learning, do you
find it convenient for your profession/craft/career development in
comparison to “face-to-face” or “on-site” training?”, the mean was
5.33 (SD = 2.77, Median = 6, n = 295). These values indicate
mid-range perceptions of both effectiveness and convenience.
Furthermore, when asked “If you have participated in online
learning or e-courses, what have been the primary reasons?”, 26.5%
of respondents (n = 94) selected “Not applicable,” suggesting
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limited engagement with online formats among some participants.
Among those who did use online formats (n = 261), the most
frequently cited reasons were flexibility (57.9%), accessibility
from any location (56.3%), and cost-effectiveness or affordability
(46.0%). Other notable reasons included reducing environmental
impact and travel (36.0%), accessing a variety of courses or content
not available on-site (31.4%), and participation due to compulsory
provision by a training provider (26.1%).

The hypothesis (H2c) that more experienced professionals
participate more often in industry exchange and professional
training than early-career professionals was only partially
supported. A Spearman correlation analysis revealed no significant
relationship between years in the industry and participation in
professional training initiatives (ρ = 0.042, p = 0.435). In contrast,
participation in industry exchange activities such as markets
and festivals showed a small but statistically significant positive
association with industry experience (ρ = 0.222, p < 0.001).
Examination by experience bands indicated that industry exchange
participation increased steadily with career length, with mean
participation scores rising from approximately 9.24 among those
with 3 years or less of experience to 9.67 for those with 4–7 years
and continuing upward in later bands. In contrast, professional
training participation remained relatively stable across experience
groups (e.g., ≤3 years: M = 5.53; 4–7 years: M = 5.68).

Skill development priorities and
professional profiles

An analysis of open responses identified a clear hierarchy
of perceived skill development needs among respondents.
The most frequently mentioned skills were Marketing/PR
(63.1%), Business/Finance (54.1%), and Innovation/Tech
(49.0%). These were followed by Networking (34.1%),
International/Coproduction (24.8%), Legal/IP (24.2%), Storytelling
(21.7%), and Leadership (12.4%).

This hypothesis predicted that skill development priorities
would differ between creative and managerial roles (H3a). We
compared creative respondents (n = 257) with managerial
respondents (n = 82) on 4 pre-registered skill categories. The
results showed no statistically significant differences between
the two groups after allowing for multiple comparisons using
the Benjamini–Hochberg procedure. Specifically, while creative
respondents mentioned storytelling more frequently than
managerial respondents (23.7% vs. 15.9%, respectively), this
difference was not significant (pBH = 0.486). Similarly, both
groups prioritized Innovation/Tech (49.0% vs. 52.4%, pBH =
0.812), Business/Finance (56.0% vs. 51.2%, pBH = 0.701), and
Sustainability (7.0% vs. 9.8%, pBH = 0.701) at comparable rates.

We tested the hypothesis (H3b) that skill priorities would
differ based on professional experience, comparing early-career
respondents (≤5 years; n = 0.113) with highly experienced
respondents (≥11 years; n = 114). The results did not support
the hypothesis. There was no significant difference in mentions
of Leadership skills between the groups (9.6% for highly
experienced vs. 12.4% for early career; p = 0.510). While
early-career respondents were more likely to mention Strategy

skills (9.7%) compared to highly experienced respondents (3.5%),
this difference was not statistically significant after Benjamini–
Hochberg correction (pBH = 0.118). This trend, though non-
significant, was in the opposite direction of the initial hypothesis.

We analyzed cross-country variation in skill priorities among
nine countries with sufficient sample sizes (n ≥ 10): France
(47), Germany (41), Italy (20), Netherlands (18), Poland (17),
Spain (13), Switzerland (11), United Kingdom (10), and Austria
(10). Chi-square tests revealed no significant differences for any
of the four focal skill categories after allowing for multiple
comparisons with the Benjamini–Hochberg procedure (minimum
pBH = 0.315). Descriptive patterns suggest some variance in
priorities; for example, Innovation/Tech was mentioned more
frequently in the Netherlands (61.1%) and Germany (53.7%),
while Business/Finance was highly prioritized in Italy (70.0%).
Sustainability was most frequently mentioned in Germany (14.6%).
However, given the non-significant results and relatively small
sample sizes for individual countries, these descriptive patterns
should be interpreted with caution.

How do film professionals perceive their
financial security and access to financial
support for training

For H4a, respondents rated their financial security for
participating in training on a 10-point scale, with a mean score of
5.63 (SD = 2.45) and a median of 6. One quarter of respondents
rated their financial security at 4 or lower, while another quarter
rated it at 7 or higher. Managerial professionals and creative
professionals reported very similar levels of perceived financial
security (Mdn = 3.00), and the Mann–Whitney U-test indicated
no statistically significant difference between them (U = 6918.5, p
= 0.630). On average, 39.0% of managerial respondents and 37.7%
of creative respondents selected scores of 4 or 5 on the 10-point
scale, indicating that both groups tend to cluster around the lower-
to-mid range of perceived financial security. This suggests that role
type alone does not explain variations in financial security in the
film industry.

Perceptions and interrelationships of
professional training opportunities

Respondents rated their self-assessed position within the
industry at an average of 6.61 (SD = 1.92, Mdn = 7) on a 10-
point scale. The perceived availability of international collaboration
opportunities received a lower average score of 4.36 (SD = 2.50,
Mdn = 4). In contrast, the perceived relevance of European
professional training for meeting career development needs was
rated relatively highly, with a mean of 6.98 (SD = 1.95, Mdn =
7). Similarly, the perceived accessibility of European professional
training scored an average of 7.14 (SD = 1.95, Mdn = 7). Regarding
H5a, Spearman’s rank correlation analysis indicated that the
perceived availability of international collaboration opportunities
was weak and not significantly associated with the perceived
relevance of training for career development (ρ = 0.062, p = 0.246),
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the perceived accessibility of training (ρ = 0.097, p = 0.068), and
self-assessment of position in the industry (ρ =−0.044, p = 0.404).

Discussion

This study set out to examine how professionals in the
European film industry perceive and pursue skills development,
focusing on the interplay between their interest in upskilling, their
perceived capacity to engage in training, the learning modes they
rely on, and the skill domains they prioritize for the future. Overall,
the findings present a paradoxical picture. On the one hand, the
overwhelming majority of respondents expressed a strong interest
in developing new skills and acknowledged skills development as
essential for career sustainability. On the other hand, a perceived
financial and structural capacity to engage in training was uneven,
reflecting the well-documented precarity of Europe’s project-
based audiovisual labor markets. In terms of learning modes,
professionals consistently favored informal, practice-oriented, and
network-based approaches, such as workshops, festivals, and
peer-to-peer exchanges, over more formal academic programs,
confirming the centrality of industry-embedded learning cultures.
When looking to the future, respondents highlighted a clear
set of priorities, with particular emphasis on business/finance,
innovation and technology, and marketing/PR skills, alongside
continued recognition of storytelling, leadership, and sustainability
as emerging needs.

Interest and perceived capacity for skills
development among film professionals

The findings confirmed that film professionals across Europe
demonstrated exceptionally high levels of interest in skills
development: nearly all respondents expressed a motivation to
acquire new competencies and agreed that continuous learning
is essential for their professional growth. This provides strong
support for H1a, which predicted that a majority of professionals
would be interested in developing new skills (Antal, 2020;
Screen Industries Growth Network, 2022). It also resonates with
the broader literature on boundary less and life-wide careers,
which emphasizes the need for creative professionals to sustain
employability by constantly acquiring new knowledge across
different contexts (Jones, 1996; Schuller and Watson, 2009).

By contrast, the assumption in H1b received only partial
confirmation. While respondents who viewed skills development
as essential, and on average reported a moderately high capacity
to engage in training, capacity scores were highly uneven, with
some professionals rating themselves very low on financial or
structural readiness. This suggests that motivation alone does not
translate into access, echoing prior reports that identified financial
precarity, time constraints, and limited institutional support as
major barriers to professional development in cultural industries
(Creative Skills, 2020; Screen Industries Growth Network, 2022).
From the perspective of experiential and transformative learning
theories, such constraints undermine opportunities for iterative
cycles of practice, reflection, and reorientation (Kolb, 2014;
Mezirow, 1991).

Finally, H1c was not supported. Contrary to expectations that
professional status (e.g., freelancers vs. company owners) would
shape capacity, no statistically significant differences were found
across the groups. These finding nuances prior assumptions that
organizational structures might confer greater capacity, through
in-house training or financial buffers. In reality, the dominance of
micro-enterprises and the project-to-project economy appears to
level the playing field downward: even company owners typically
operate with minimal permanent staff and precarious revenues,
leaving little scope for structured professional development. This
reinforces earlier analyses of small media markets, where structural
vulnerabilities and scale disadvantages constrain both individual
and organizational investment in skills (Raats et al., 2016; Ibrus and
Rohn, 2016).

These findings suggest a tension between film professionals’
strong motivation to develop new skills and the uneven financial
and structural conditions that shape their ability to do so. This
pattern indicates that high interest in upskilling does not always
translate into practical opportunities for participation, particularly
in small and micro-enterprise contexts where employer-supported
training is limited. In this light, policies and programs that both
sustain professionals’ interest in learning and help reduce financial
or structural obstacles may play an important role in enabling more
equitable access to development opportunities.

Preferred learning modes and training
experiences

The results show that film professionals in Europe
overwhelmingly favor informal, practice-based, and networked
learning environments over formal academic routes. Workshops,
masterclasses, industry markets, and peer exchange were
consistently identified as the most important areas for acquiring
both skills and symbolic capital. This strongly confirms our
hypothesis (H2a) and aligns with established theories of
experiential learning, which emphasize cycles of action, reflection,
and adaptation as central to creative practice (Kolb, 2014). It
also resonates with Antal’s (2020) analysis of the European
Skills, Competencies, Qualifications and Occupations (ESCO)
framework, which underscores the prominence of hands-on,
peer-driven development in cultural and creative sectors. Earlier
surveys of the screen industries have similarly highlighted that
the dominance of freelance and micro-enterprise work structures
leaves few opportunities for employer-led or formal training,
making non-formal and informal pathways the cornerstone of
skills acquisition (Screen Industries Growth Network, 2022).

By contrast, the evidence regarding online learning is more
ambivalent. Respondents rated e-learning as moderately effective
and convenient but did not perceive it as central to their
professional development. Although our dataset did not allow
a direct comparison with in-person learning experiences, this
suggests that hypothesis (H2b) is only partially supported. Previous
reports noted that while online provision expanded during and
after the COVID-19 pandemic, it continues to face challenges
of unequal access, variable quality, and limited capacity to
convey tacit, collaborative knowledge that is crucial in film
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production (Creative Skills, 2020). Online learning thus remains
a supplementary rather than a primary mode, valued mainly for
flexibility and accessibility rather than as a substitute for embodied,
relational training formats.

The expectation that professional experience would shape
training participation (H2c) received only partial support.
Participation in structured training opportunities did not differ
markedly by career stage, but attendance at industry exchanges
such as festivals and markets increased with years of experience.
This indicates that while training provision does not necessarily
intensify with seniority, experienced professionals are more
likely to position themselves in field-configuring events where
reputational capital and collaborative networks are built. Such a
pattern resonates with the theory of social network markets, which
argues that creative industries depend on relational value and peer
recognition as much as on technical expertise (Ormerod et al.,
2008).

Taken together, these findings point to both strengths and
areas of vulnerability within the European film skills ecosystem. A
key strength lies in the vitality of industry-embedded, non-formal
learning cultures, which continue to support ongoing adaptation
and professional renewal. At the same time, some challenges
remain evident, including the uneven uptake of online provision,
the relatively modest differentiation in training participation across
career stages, and the structural reliance on festivals and markets
as central sites of learning and networking. In this context, policy
interventions may benefit from strengthening the pedagogical
depth of European training initiatives, widening access to informal
and non-formal opportunities, and supporting blended learning
formats that combine the flexibility of digital tools with the
collaborative, in-person experiences valued by professionals.

Skill development priorities and
professional profiles

When asked to identify the skills most relevant for their
future careers, respondents pointed to business and finance,
innovation and technology, and marketing/PR. These domains
consistently outranked storytelling, leadership, and sustainability,
which, although recognized, were given less emphasis. Such a
distribution indicates a pragmatic orientation toward skills that
directly enable project financing, production management, and
technological adaptation, competencies increasingly vital in a
globalized and platform-driven audiovisual economy (Hjort, 2005;
Doyle, 2016).

Contrary to expectations, role-based distinctions in priorities
were less pronounced than hypothesized (H3a). While some
differences were visible and creative professionals mentioned
storytelling more often, these variations were not statistically
significant. Both groups converged on business/finance and
innovation/tech as central needs. This convergence may reflect
the blurring of role boundaries in contemporary film production:
writers and directors increasingly require entrepreneurial skills
to initiate projects. At the same time, producers and managers
must continuously engage with technological and creative
innovation (Screen, 2025). In small and mid-sized markets,

where professionals often perform multiple tasks, role-specific
distinctions in skill priorities may be further diluted (Raats et al.,
2016).

Similarly, the expectation that more experienced participants
would prioritize strategic and leadership skills (H3b) was not
supported. Early-career and senior professionals mentioned
leadership and strategic competencies at comparable rates, with no
significant differences. Contrary to earlier research, which suggests
that career progression in the screen sector increases demand
for higher-order managerial skills (Green et al., 2022; Screen,
2025). One possible explanation is that leadership opportunities
are relatively scarce in the project-based and fragmented structure
of the European film industry, meaning that, even at an advanced
career stage, such competencies are not systematically cultivated
or rewarded. Another explanation is that professionals at all
stages perceive urgent needs in business, finance, and technological
domains, which may overshadow the longer-term cultivation
of leadership.

Finally, the hypothesis that skill development priorities would
differ significantly across countries (H3c) was not supported.
While descriptive variations appeared, such as greater emphasis
on innovation in the Netherlands or business in Italy, these
differences were not statistically significant and should be
interpreted with caution, given the small national subsamples.
The absence of significant cross-country variation may reflect the
transnational character of the European audiovisual field, where
digital workflows, global distribution platforms, and common
policy frameworks (e.g., Creative Europe, EU Media Outlook)
create broadly shared pressures across national contexts (McElroy
et al., 2018; Puppis, 2009). In other words, despite structural
differences in funding and scale, the perceived skills gap appears
to be increasingly homogenized at the European level.

Overall, the findings suggest that differences in skill priorities
across roles, career stages, and countries may be less pronounced
than initially expected. Rather than indicating sharp distinctions,
the results point to broadly shared concerns around business,
finance, and technological adaptation across segments of
the European film workforce. Such patterns may reflect the
common pressures created by structural vulnerabilities and global
competition, which shape skill needs across diverse professional
contexts. At the same time, the comparatively lower emphasis on
leadership and sustainability skills highlights potential areas for
further development. Strengthening these competencies through
targeted policy and educational initiatives could help ensure that
the future workforce is not only equipped to navigate economic and
technological change but is also prepared for strategic, inclusive,
and sustainable industry leadership.

Financial security and access to training
opportunities

Across the sample, professionals reported relatively low levels
of financial security in relation to skills development, highlighting
the precarious economic conditions that shape careers in the
European film industry. This aligns with earlier findings that
project-based and freelance work structures limit the ability of
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workers to allocate resources for training and career development
(McElroy et al., 2018). While managerial roles might be assumed
to enjoy more stable conditions, our results did not support this
expectation (H4a). Perceived financial security was similarly fragile
across both creative and managerial roles, suggesting that even
company owners and producers face substantial uncertainty in
sustaining professional growth. This echoes a broader analysis
of small European markets, where micro-enterprises and short-
term projects dominate, leaving few systemic buffers for training
investments (Ibrus and Rohn, 2016).

These structural constraints shape not only financial readiness
but also perceptions of training availability and accessibility.
Respondents were ambivalent about whether the current landscape
of European training initiatives met their career development
needs. While many acknowledged the value of international
labs, workshops, and markets, these were often evaluated as
more beneficial for networking and validation than acquiring
substantive skills. The reliance on such formats is consistent with
prior observations that field-configuring events act as key sites
for professional exchange in screen industries (Bondebjerg and
Redvall, 2015; Szczepanik and Vonderau, 2013). Yet, this reliance
also highlights unevenness: access often depends on competitive
selection processes, personal networks, and financial resources.

The hypothesized link between international collaboration
opportunities and positive evaluations of training (H5a) received
partial support. Participants who engaged more intensively in
cross-border collaborations tended to view European training
as more accessible and relevant to their careers. However, this
relationship was not universal, as many professionals also stressed
persistent gaps in affordability, inclusivity, and practical content.
These findings align with previous research showing that while
transnational platforms expand opportunities, they also exacerbate
inequalities by privileging those who are already well-connected or
able to absorb costs (Bondebjerg and Redvall, 2015; Ibrus and Rohn,
2016).

When considering how film professionals perceive their
financial security in relation to training and how they evaluate
the availability and accessibility of professional development
opportunities in Europe, a double bind becomes evident: strong
motivation to develop skills coexists with limited financial
resources and uneven access to meaningful programs. The
implications are significant for cultural policy. Simply expanding
the number of initiatives is insufficient; instead, mechanisms
are needed to reduce financial barriers, strengthen pedagogical
depth, and widen entry points for underrepresented professionals.
Without addressing these systemic issues, the risk is that
professional development opportunities will remain concentrated
among a relatively narrow segment of the industry, limiting
the overall adaptability and competitiveness of the European
audiovisual workforce.

Limitations

Several limitations of this study should be acknowledged.
First, although the sample of 355 respondents covered a
wide range of roles, experience levels, and countries, it was
not statistically representative of the European film workforce
as a whole. Respondents were recruited through professional

networks and industry initiatives, which may have led to an
overrepresentation of certain groups, such as producers and
directors, and an underrepresentation of technical crew members
or early-career entrants.

Second, the cross-sectional design provides a snapshot of
professionals’ perceptions at a particular moment in time. Given
the rapid pace of technological change, policy reform, and labor
market volatility in the audiovisual sector, priorities and learning
practices may evolve quickly. Longitudinal studies would be needed
to assess how interests, capacities, and skill priorities shift over time
and across career trajectories.

Third, the study relied primarily on self-reported perceptions.
While these provide valuable insight into how professionals
themselves view their skills needs and training capacities,
self-reports are inherently subjective and may be shaped by
individual expectations, cultural contexts, or current labor
market conditions. Complementary methods such as employer
surveys, analysis of training program outcomes, or ethnographic
research in production settings could provide a richer, multi-
perspective understanding.

Fourthly, the sampling strategy relied on networks connected
to European training programs, festivals, and professional
communities, which may introduce selection bias and limit
generalizability beyond active participants in such ecosystems.
While this approach follows common practice in screen-industry
research due to the absence of comprehensive registries in many
countries, it nonetheless reflects a form of convenience sampling.
Moreover, several measures in the survey were designed as
context-specific self-assessments rather than psychometric scales,
and the study therefore did not undertake reliability testing or
factor-analytic validation. The classification of professional roles
and experience categories, although analytically pragmatic, may
oversimplify heterogeneous career trajectories and introduce
minor misclassification. Finally, although appropriate statistical
procedures were applied, the study did not conduct extensive
analysis of assumptions or potential confounders, and missing data
were handled through list wise deletion, which may marginally
affect the precision of some estimates. These limitations should
be taken into account when interpreting the findings, particularly
with regard to generalizability and measurement nuance.

Finally, although the survey included both quantitative and
qualitative components, the analysis could not fully capture the
complexity of informal and network-based learning processes that
are central to film careers.

Conclusions and future directions

This study has provided new evidence on how film
professionals across Europe perceive and pursue skills
development, focusing on their motivation and capacity to
learn, preferred training modes, prioritized competencies, and the
barriers that shape access to professional growth. The findings
show, first, that professionals place very high importance on
continuous learning, though their financial and structural capacity
to pursue training remains fragile. Second, informal and non-
formal learning environments, workshops, markets, and peer
exchange clearly dominate over formal academic routes, while
online training remains supplementary rather than central. Third,
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future skills priorities converge strongly on business, finance,
and technological competencies, with fewer role- or country-
based differences than expected. Fourth, perceptions of financial
security are consistently low across roles, and professionals remain
ambivalent about whether existing training programs adequately
support career sustainability.

These insights carry important implications for policy and
practice. At the European level, the results suggest that skills policy
cannot rely solely on expanding the number of training initiatives.
What is needed is stronger investment in reducing financial
barriers to participation, particularly for freelancers and micro-
enterprises that dominate the audiovisual workforce. Support
schemes could include earmarked bursaries, mobility grants, and
sustained funding for training initiatives that integrate pedagogical
depth with practical, hands-on experience. In addition, policies
should strengthen the role of festivals and markets not only as
networking arenas but also as structured learning spaces with
measurable outcomes.

Equally crucial is the need to expand the scope of training
beyond immediate business and technological competencies. While
professionals clearly prioritize entrepreneurial and digital literacies,
leadership, sustainability, and inclusive management skills remain
undervalued but are essential for the long-term resilience of
the sector. Training programs should therefore integrate these
dimensions explicitly, aligning with broader EU policy goals
around sustainability, diversity, and digital transformation. The
European Media Industry Outlook already emphasizes the urgency
of combining creative, digital, and entrepreneurial competencies;
our findings underline that policy must create conditions in which
all professionals, not only the most connected or financially secure,
can acquire them.

Finally, the study suggests several directions for further
research. Longitudinal studies are needed to capture how
learning priorities evolve as technological disruption, AI,
and environmental sustainability reshape the industry. More
representative samples, especially including below-the-line
professionals and underrepresented groups, are vital for building
an inclusive evidence base. Complementary qualitative studies
could also explore in greater depth how informal learning,
mentorship, and network dynamics operate in practice, and how
these might be translated into more accessible and equitable
training infrastructures.

In conclusion, supporting skills development in the European
film industry requires addressing both the enthusiasm and the
constraints professionals face. By lowering financial and structural
barriers, diversifying training content, and strengthening inclusive
access across roles and markets, European policy can ensure that
the sector remains not only globally competitive but also culturally
diverse, sustainable, and resilient.
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