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1. INTRODUCTION

1.1. ABSTRACT

This research is rooted in studying the real-life context of its subject, namely “Environmental
Sustainability in Audiovisual Production” (Interreg Europe, 2018), also referred to as
“Sustainable Production” (PGAF, 2023), “Sustainable Audiovisual Production” (EcoMuvi, 2022;
Green Film, 2022), “Sustainable Filmmaking” (Di Bianco, 2020) “Green Filming”, "Green
Shooting” (Marmol and Morales, 2022) or “Low Impact Filmmaking” (Glasseyepix, 2007), all of
which entail the promotion and implementation of “eco-friendly audiovisual and
cinematographic production, in terms of sustainability, the use of resources and the

preservation of natural spaces” (European Audiovisual Observatory, 2019).

Equally, the respective careers, duties and workflows of the field's practitioner-professionals are
observed. Known generally as an “Eco-Manager” (Victory, 2014), “Eco-Supervisor” (O'Brien,
2014), "Green Runner” (Cineregio, 2015:23), “Eco-Assistant”(Jimenez-Morales and Lopera-
Marmol, 2021:2), “Sustainability Consultant” (Torchin, 2022), “Green Film Manager” (Green
Film, 2022) or "Green Film Consultant” (BVGCD e.V., n.d.) “Green Steward” (Greenshoot, n.d.)
and “Green Producing Agent” (BMK and VKI, 2017:6); a role that, by any other name, implies “a
seasoned production professional...[who]...functions as a department head alongside other
crew department heads” (O'Brien, 2014:14), implementing and managing sustainability from
prep through wrap (Ibid, 2014). More broadly, such considerations and associated job
descriptions in audiovisual production, alongside the media policies and production practices
that underpin them, have been grouped in the literature fittingly under the term “Environment

Management of the Media” (Kaapa, 2018; Kaapa and Vaughan, 2022:312).

Furthermore, the study examines how such relatively new considerations in audiovisual
production [first observed in 2004 with the introduction of EMA's Green Seal Awards in the US

(Corbett and Turco, 2006:82; Environmental Media Association, n.d.)] and sets of skill sets (see
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Hochschule der Medien, n.d.) extend to areas that supersede audiovisual “production” itself,
such as film festival operations (Cessaro, 2022; Marijke de Valck, 2023) and to some extent,
physical and digital distribution (Marks and Przedpetski, 2022) but also precede it; such as
sustainability consultation and production planning (EcoMuvi, 2023a; Green Film, 2022) and
planet placement content strategies (Albert and Futerra, 2023; Good Energy Stories, n.d.)
during Development and Pre-production. By extension, the study also looks at how this line of
work intersects with the work of committed public institutions related to environmental policy in
the development of ecological minimum standards (Ministero de La Cultura, 2023) and cultural
subsidies, such as regional Film Commissions and cultural funds related to the audiovisual
sector (European Audiovisual Observatory, 2019) and observes the introduction of new
stakeholders in audiovisual production, such as audit, certification (see Italcert, n.d.),
ecolabelling (see BMK and VKI, 2017:20) and verification bodies (see Bureau Veritas, n.d.)
alongside initiatives invested both in formal, quality-assured sustainable production training
(see BVGCD e.V, n.d.) and the exchange of knowledge, information and best practices,
occurring across sustainability initiatives and networks (K&apa, 2018, p.208.). In addition, the
study looks at the social aspects that often underline and inform this “Green” current, such as
the growing awareness towards the gender gap in the European audiovisual sector (EWA,
2016), inclusivity, accessibility and mobility provision for the deaf, disabled and neurodivergent
talent (Creative Diversity Network, 2024), labour conditions and mental health well-being (Film

and TV Charity, 2020).

Finally, the study comparatively assesses the global trends and developments above,
benchmarking them in a specific national context: Post-COVID, National Recovery and
Resilience Plan-accelerated ltaly experiencing core national reforms as part of its Green and
Digital transition (Fabrini, 2022) in par with binding EU legislation and ambitious national energy
and climate plans to be achieved by 2050 (European Union, n.d.a). Ripples of this effect can also
be felt in the country’s audiovisual sector, with the development of incentives for
environmentally sustainable productions (Ministero per i beni e le attivita culturali e per il

turismo., 2020) and of environmental criteria for the exhibition sector (Ministero de La Cultura,
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2023) alongside huge investments to enhance the energy efficiency of cultural spaces such as
museums, theatres, cinemas and the eco-friendly restoration of the historic Cinecitta Studios
(Italia Domani, 2021), occurring across a dynamic landscape marked by demand value for
original audiovisual content, the growth of streaming platforms and the SVOD market and

government backing via tax credits (Trabbatoni, 2022).

Keywords: Sustainable Audiovisual Production; Cultural Sustainability Policies; Sustainability

Training for Media Production.

1.2. The Significance of the Study

1.2.1. The Problem Statement

While the study assumes a priori that sustainable practices can positively impact the
environmental footprint of audiovisual productions and that, furthermore, by now, a general
willingness exists among industry stakeholders to acknowledge that footprint (if not fully
embrace the measures that mitigate it), it does consider this relatively new domain as
fragmented and not sufficiently standardised, especially in the context of the Italian sector. As
such, the inquiry is grounded on the observation that despite the increased attention towards
sustainability (environmental or otherwise) in audiovisual production, there is still a limited
amount of peer-reviewed research on the subject (Ridel, 2023:2). Further, existing studies cite
further both the current lack of data on industry-related sustainability issues and the lack of
consistent and comparable (Gassmann and Guttefarde, 2021:9), as well as reliable data on the
number of audiovisual productions that adopt sustainable norms and measures for each
European region (Interreg, 2018:2). Moreover, the existing landscape is marred by disjointed
industry initiatives and policies, both in terms of geopolitical alignment and sectoral

coordination (Kaapa, 2018:208-209) and coupled with industry practices and funding structures

13



that inherently complicate and contradict environmental sustainability principles (Serensen and
Noonan, 2022: 173). Adding to these, another layer that presents itself as a research gap is the
role, approach and availability of sector-specific education on sustainability within academic and
training settings (Gassman and Guttefarde, 2021); a deficiency of technical knowledge which

impedes further progress (Kruger et al., 2023:15).

In and of themselves, the above observations and assumptions inform little about the debate
that we should be having or, indeed, its significance. As Kaapa (2018) poignantly maintains, this
comes with the territory; unlike major polluters such as oil companies, the audiovisual industries
traditionally have found it very difficult to develop measurements for assessing their
environmental impact. As a consequence, this has perpetuated the view of screen media
production as a sector with a comparatively insignificant footprint, and as such, the emphasis on
sustainable production norms “does not meet the level of existential urgency” that, for
instance, oil companies display (Ibid, 2018:9). Indeed, this notion of urgency for the audiovisual
sector is crucial, setting the stage for a preceding discussion on two levels: the 1) environmental
footprint of screen media production—and, to some extent, distribution—and 2) the

methodologies and strategies for its operational measurement, management, and mitigation.

In the first instance, the urgency becomes clear merely by considering the sizeable footprint of
the screen media industry on account of its fossil fuel usage (Sustainable Production Alliance,
2021:2,5). As an example, the production of a single tentpole film with a more than $70m
budget was calculated to generate the equivalent total of 2,840 metric tons of CO2 per
shooting day, 51% of which is related to production transport, followed by mains electricity and
gas (34%), with diesel generators accounting for the remaining 15% (KFTV, 2021:2), while on an
average, a single hour in the production of TV content is estimated to emit about 25 metric tons
of CO2 (Gassman and Guttefarde, 2021:6), alongside hundreds of tons of scrap metal and
construction waste materials (UCLA, 2023). Considering that the global average for annual
emissions per capita was 4.68 metric tons in 2022 (Statista, 2023) and that such data exclude

considerations for distribution, whose digital delivery constitutes 82% of all internet traffic, with
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that traffic itself accounting for well over 1% of global emissions (Evans et al., 2021:5) merits
careful attention; underscoring the urgent need to address and manage the environmental

footprint of such activities.

In the second instance, the challenge for the screen media sector is to navigate, align and
ultimately comply with a complex set of frameworks, standards, and targets that constitute the
larger landscape of sustainability agendas. Such agendas, which often comprise the dominant
discourses around sustainability in audiovisual production (CineRegio, 2020:33; ECCA, 2023)
and with the capacity to affect the sector’s eco-cultural policy, include the UK's Climate Change
Act (passed into law 2008), the United Nations’ Sustainable Development organising principles
(adopted 2015), the Paris Accords (adopted 2015), The European Green Deal (adopted 2019),
(the much contested) World Economic Forum'’s Great Reset recovery project (launched 2020),
NextGenerationEU and the Strategic Interventions of the National Recovery and Resilience Plan
(in effect as of 2021), all of which often share strongly interlinked and mutually reinforcing
processes (Koundouri et al., 2021:743) and with potential co-benefits arising from a synergistic
implementation (Brandi et al.,2017:2). Tied to the above, what makes adapting swiftly to such
contemporary developments urgent is the likelihood of newly introduced reporting initiatives,
such as the EU Corporate Sustainability Reporting Directive (in effect as of 2024), also applying,
directly and indirectly, to the European screen media industry as a whole. As per Albert et al.
(2020: 58) and the European Broadcasting Union (EBU, 2023), the industry will be expected to
gradually adopt new responsibilities and business practices in its day-to-day operations, such as
the collection and disclosure of sustainability information in order to satisfy the demands of
funders, partners and other stakeholders alike (Ibid, 2023), while concurrently, funding
conditions for audiovisual projects are becoming increasingly subject to the fulfilment of
selective environmental criteria set by certain regional EU film commissions (European

Audiovisual Observatory, 2019:47).

15



1.2.2. Research Questions

Therefore, our inquiry begins by addressing the need for timely, effective and consolidated
efforts situated within a specific research environment: audiovisual (film and television)
production sets that implement environmentally proactive practices and activities, codified
here as sustainable production protocol norms, which function as more effective and safe
frameworks for the sector’s transition (Gassman and Guttefarde, 2021:10). Towards this, the
study advances three interconnected aims articulated as research questions: 1) “How have
sustainability norms in audiovisual production developed historically across global and Italian
contexts?”; and 2) “How are such norms institutionally integrated into existing domestic screen
media production workflows?”. Moreover, by anticipating further demand for such norms, 3)
“What are the key pedagogical elements for the education and training of upcoming
professionals in sustainable audiovisual production, and how might these inform a uniform

educational approach at the EU level?”.

1.3. Scope of the Study

1.3.1. Delineation

Sustainability in audiovisual production appears to be largely a terra incognita and, as this
research will point out, entirely dependent on production contexts, which further elicits the
following questions: What will constitute expertise in this scholarship? Which research
approach will privilege its inquiry? And ultimately, what forms of nuanced understanding are

required to generate a new production of knowledge in this field?

Naturally, a study in audiovisual production from the perspective of sustainability requires a
theoretical framework that attributes back to sustainability the same significance. In fulfilling

|II

this, however, this study intends not to “reinvent the wheel” by retesting or debating
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established Environmental Studies and Science theories related to climate change,
technological innovations, footprint calculation methods or, indeed, offer a thoroughgoing
critique of the aspects of Development Studies and Public Policy and Administration from
whose perspectives it occasionally borrows. Besides providing a re-counting of such past and
current relevant discourses when deemed necessary, any commitment to the established fields
above will be maintained by mirroring the exact manner and extent to which the audiovisual
sector, in real-life domestic and international production contexts, engages and preoccupies
itself with such discourses. Practically, this entails that the study, firmly footed in Film and Media
Production Studies, locates the testing ground and, indeed, the expertise of its scholarship in its
ability to observe and engage academically with the existing norms and standards of
sustainable audiovisual production and its practitioners, as well as the respective degree of
articulation that underlines them, and in that context, advance past, present and emerging

discussions (Whetten, 1989:494).

Equally, the study’s investigation into the “behind the scenes” processes of screen media
production will often point towards Production Studies, an established scholarship and research
line that views the notion of "“off-screen” production as a mode of “cultural production” in itself,
examining within that, the people attached in such processes as “cultural actors” with a “lived
experience of production” (Mayer et al., 2009:2-9). However, the agency of practitioners, “the
social conditions within which such agency is embedded”, and the “discrete production
communities, their material cultures, and their historical contexts” (Mayer et al., 2016: ix-x) are
examined here purely in terms of negotiating the advent and integration of newer, more
sustainable standards and modes of production into existing practices. Such an examination is
aimed at understanding how the implementation of such standards can, by stimulating further
environmental awareness, lead the industry to a fundamental structural shift towards what

Torchin (2022) describes as "care as practice."

17



Similarly, the institutional, financial, and regulatory mechanisms pertinent to sustainability in the
industry are examined here solely on their merit in advancing the adoption and optimising the
implementation of such practices within the industry and specifically in the Italian sector. As
such, even though the inquiry occasionally verges on the Political Economy of Film, it
significantly departs from that field as well in its reluctance to fully focus on film “as a
commodity produced and distributed within a capitalist industrial structure” (Wasko,2004: 227).
Without discounting their economic (or cultural, for that matter) significance, films and other
audiovisual artefacts are viewed here as “products”, “materially and economically inseparable
from the biophysical environment” (Bozak, 2012:3). This viewpoint emphasises the
environmental and social residue that lingers from the production of the screen image as a
product: carbon emissions and energy consumption, the generation of waste, the preservation
of locations used in physical film shootings, and within that, the impact on the local
communities that are hosting them and further; the health and wellbeing, accessibility, diversity,
equity and inclusion of the people, above and below-the-line, that make such “commodities”

|II

possible. It's important to note here that the intersections between the “environmental” and
the “social” can be nuanced and subject to diverse interpretations; however, such intersections
here are examined rather than established, particularly as potential areas of growth when
addressing the social dimensions of existing sustainable production protocol norms and

environmental management systems and the development of measurable indicators that further

highlight these aspects.

Thus, the overall research approach identified as beneficial to the study is decisively inductive
as it is generic: it doesn’t test hypotheses, relying on “rigid frameworks or predetermined
theories” (Daymon and Holloway, 2010:107) but rather aims to capture in a descriptive and
exploratory manner, the depth and breadth of a novel and understudied subject, offering new
understandings via cross-case comparative examinations that can inform or contribute to the
theoretical frameworks and established scholarships from which the research occasionally

borrows.
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1.3.2. Research Objectives

Considering as an outcome a “new production of knowledge” not confined to one disciplinary
framework (Gibbons et al.,1994:vii) that partly or in full addresses the information gaps,
discrepancies, challenges and objectives identified above and engaging effectively with them,
the current study’s ambition is to embed an original, timely and meaningful contribution to the
fields of Film Studies and Media Production and the Environmental Humanities, on five levels:
by 1) identifying and mapping the understudied and fragmented territory of existing norms,
initiatives and policies related to sustainability in audiovisual production; 2) by observing and
theorising a multilateral context whereby international trends in sustainable production
practices, advocacy and research inform and cross-fertilise domestic (Italian) ones and vice

versa.

Moreover, by 3) contextualising the advent of sustainability and environmental stewardship in
screen media production as part of a wider momentum of emerging production-related roles,
putting policy and accountability into operation (Torching, 2022) such as accessibility and
intimacy coordinators, executive coaches, mental health and well-being facilitators, crisis
management and COVID compliance officers, on-set safety & health specialists (Screen Daily,
2021) and social impact producers (Mejia, 2021). This perspective will also consider how these
new roles intersect within sustainability reporting and production protocol norms, arguing that
this shift towards “a culture of accountability” for the screen media industries coincides with
what Vaughn (2019: 7) observes as “a larger resurgence” and is often conditional to an
underlying global impetus of institutional agendas related to sustainability. Among others,
these include the United Nations’ Sustainable Development organising principles (adopted
2015), the Paris Accords (adopted 2015), The European Green Deal (adopted 2019),
NextGenerationEU and the Strategic Interventions of the National Recovery and Resilience Plan
(in effect as of 2021) and the Commercial Organisations and Public Authorities Duty (Human

Rights and Environment) UK Bill (passed 2023).
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The proposed investigations above are facilitated in the study by adopting 4) an empirical,
topical, and in-depth process-oriented inquiry in the form of embedded case studies on how
sustainability is implemented in real-world (film and TV) production contexts with varying
budget and production values (predominantly small-to-medium, budgeted independent films
and tv-series) taking into account various genre conventions (live-action drama, documentary,
animation) and production contexts (location and studio-based shoots), and respectively. The
primary data that underpin this study are collected by consultation, industry testimony, and
other contributions directly from the main sources, which include relevant professionals,
academics and policymakers coupled with the researcher’s own reflexive experience,
observations, and field notes through mandatory industry placements on sustainable

production sets of feature films and tv series, in Italy and abroad.

Further to the above, by 5) situating the study’s relevance and research outcomes (in the form of
theoretical oppositions and implications for cultural and environmental policy, industry practice
and academic research) towards a specific national context (Italy), a specific sector (Italian
audiovisual industry) and specialist education, whether rooted in academic curricula or

professional training.

20



2. Research Methodology

2.1. Introduction

This research aims to explore the nature, adoption and implementation of sustainable media
production protocols in Italian audiovisual production (AVP, henceforward), a domain of
growing strategic relevance to the sector’s operations. Specifically, it seeks to provide an
overview by 1) mapping and retracing the origins and evolution of such norms, 2) exploring
their integration in existing media production workflows, and 3) envisioning training
frameworks that support the advancement of capacity building of future operators in
sustainable production, whether these are pertinent to sustainability managers or role-specific
training. Using an inductive approach within a qualitative, multiple case study design, the
study’s research methodology utilises in-depth, semi-structured expert interviews to provide a
general overview of sustainability in Italian AVP while also addressing other European and
international contexts. Through this approach, the aim is to generate context-rich observations

and reach general conclusions that respond directly to the specific research questions.

Building on the above, the methodological framework presented in Fig.1 outlines a structured,
three-year research trajectory, mapping the sequential progression of the study. It begins with
the formulation of theoretical propositions during literature review (Year 1), followed by
strategic case selection, the creation of a data collection protocol culminating in expert
interviews (Year 2), and concludes with the transcription, logging, triangulation, coding and

analysis of data (Year 3).
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Fig.1.1 Methodological Framework & Project Pipeline:

From literature review to thesis completion through data collection, analysis, and theoretical integration

Complete Thesis

2.2. Qualitative Data: Interviews

To comprehensively address the research questions, primary data was collected from a broad

range of industry stakeholders such as sustainability managers, AVP professionals and

initiatives invested in sustainable production, funders, film commissioners and festival

organisers, as well as academics, with primarily Italian but also international outputs. As such,

the primary data collection method was conducted through a series of interviews directly with

the main sources (see section 2.5. below).

2.3. Interview Protocol

The study employed an in-depth, semi-structured interview approach by utilising a fixed

interview question protocol for all respondents while allowing flexibility in the number and
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sequence of questions, as well as the inclusion of additional or context-specific questions
tailored to the responders’ areas of expertise (e.g. production, sustainability, policymaking,
research focus). The input of responders interviewed was requested in more than one topic unit
and, in the case of primary responders, on different occasions through follow-up interviews.
Interviews were conducted individually and primarily in English or, where more appropriate and

convenient, in ltalian and in focus group settings.

Interviews were conducted online, recorded, and, where feasible, captured as video or audio
recordings on location, e.g. film and TV production sets and film festivals in Italy and Greece.
Participants were also invited to contribute supplemental audiovisual and/or textual material for
research purposes, such as digital copies of theatrical releases (or access to them), behind-the-
scenes footage or b-rolls, trailers and still photographs, lists of filmographies and credits,
production documentation and other relevant bibliographic contributions, along with the

clearance for the researcher to use such contributions in the written thesis.

2.4 Structure of the Interviews

The semi-structured, open-ended interview questions were crafted to facilitate a dialogic
exchange between the researcher and participants, exploring the diverse ways sustainability
has been historically approached, is currently implemented, and could be further advanced

within audiovisual production settings.

Drawing on themes identified during the secondary data collection phase, such as recurrent
discourses, emerging perspectives, developed theoretical propositions, and working
hypotheses, the questions were organised around five key interrelated areas:

1) The history, development, and integration of sustainable practices in production settings;
2) Critical engagements with phases that precede and succeed production workflows —

ranging from development, marketing, pre-/post-production, to cultural festivals, awards, and
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events, and further, modes of distribution (physical, digital, and hybrid formats) — insofar as
these phases intersect with, inform, or amplify sustainability-oriented advocacy and practices in
audiovisual production.

3) The role of environmental, cultural, and occasionally political institutions;

4) The framing and operationalisation of “green” and sustainable content;

5) The role of training in advancing sustainable production practices.

While partially predetermined, the interview questions were intentionally formulated with
flexibility, enabling participants to engage in a conversational manner that encouraged both

lateral thinking and the delivery of detailed, nuanced answers.

2.5. Selection of Responders

2.5.1 Introduction

The knowledge brought to this thesis is derived from in-depth interviews with experts and
specialists operating at the intersections of media and sustainability —two domains that, as this
study contends, intersect to produce novel organisational roles and competencies pertinent to
sustainable governance in audiovisual production practices. To this end, the following section
introduces and critically situates four key notions underpinning this line of inquiry within the
study: expertise, specialisation, competency and authority. These notions are examined to
substantiate the rationale behind selecting the study’s interview participants as relevant and

legitimate knowledge holders.
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2.5.2 The Conceptual Understanding of Knowledge, Expertise, Competency and Authority

At its core, “usable knowledge”, according to Arnot and Lemos (2023:223), refers to a
knowledge stock that can be used to inform a decision or action directly. Further, as Cash et al.
(2003:8086) argue, scientific knowledge pertinent to the implementation of sustainability is
most effective when such output is perceived as salient, credible and legitimate; attributes
achieved through managing the boundaries between knowledge and action in ways that align
with the needs of relevant stakeholders. In this context, interviews with experts and specialists

were chosen in their capacity to reconstruct specific, detailed and exclusive knowledge stocks.

In reviewing relevant literature that employs the expert interview methodology (cf. Victory,
2014: 26; Christophe, 2021:9; Biancarelli et al., 2023:41; Hadas, 2024: 12, 24), it becomes
evident that the terms expert and specialist, along with their associated competencies, are
often used interchangeably. This conflation is arguably due to what Hadas (2024: 7) observes
as an “unstandardised structure of sustainability departments or role descriptions”. However,
Pfadenhauer (2009: 82) highlights a critical semantic distinction between the two. Quite aptly, a
specialist concerns themselves with “task-related, relatively well-defined partial knowledge in a
specialist knowledge field”, whereas an expert is characterised as “a type of knower who has a
good overview of the overall known knowledge in one field”; a distinction that ultimately

underscores that not all forms of specialist knowledge can be equated with expert knowledge.

In the context of sustainability, Venn et al. (2022) advance the discourse, moving from a more
static categorisation between breadth (experts) and depth (specialists) towards a more dynamic
model that foregrounds the actionable capacity behind such categorisations—namely,
competency. This shift is articulated by identifying two complementary clusters: sustainability
research and sustainability intervention competencies, each reflecting distinct yet interrelated
dimensions of professional practice (lbid, 2022:1). Sustainability research competencies
comprise a cluster of knowledge, which enables “the profound analysis and understanding” of

sustainability issues (Ibid, 2022:7). They encompass basic academic competency (critical and
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analytical thinking; research and data management), futures-thinking competency (in assessing
the possibility, probability, and desirability of a given development); systems-thinking
competency (across social, ecological and economic domains) and value thinking competency,
which emphasises a conscientious decision-making process aligned with ethical responsibility
and critical reflection (lbid, 2022:12-14). In contrast, sustainability intervention competencies
denote a more action-oriented cluster, enabling professionals to collaboratively develop and
implement solutions alongside relevant stakeholders. This is achieved through six interrelated
interventive competencies: interpersonal collaboration (focusing on co-creation models that
build stakeholder engagement, communication and trust); capacity building (by facilitating an
inclusive, participatory and motivating environment that stimulates a shared sense of
responsibility); intrapreneurial competency (collaboration in multi-stakeholder settings);
strategic competency (in planning, adaptability, timing, goal-setting, and the political
navigation of obstacles), political competency (in navigating diverging interests and complex
power structures) and implementation competency (in initiating, facilitating and accomplishing
sustainable transformation, while securing stakeholder support and overcoming resistance)

(Ibid, 2022:7-12).

Lastly, expert knowledge may be understood not only in terms of its quality and applicability,
but also through its legitimacy, social recognition, and professional credibility — attributes that
confer its perceived authority. As Barnett and Finnemore (2012:5) argue, expert authority
denotes “the ability of one actor to use institutional and discursive resources to induce
deference from others”. In this view, while the state is typically considered a primary authority,
academics, professionals, experts, NGO leaders, and religious and business figures may
likewise be granted authority (Ibid, 2012:5). Building on this notion, Busch et al. (2020:1,4)
further observe that expert authority manifests into two forms: de jure authority, which is
formally established through official mandates, and de facto authority which is practically
recognised through the lived-experience and social acceptance of its knowledge-holders. In
this paradigm, nation-states exemplify typical cases of de jure authority, established and

maintained through formal, legal and nominal means. In contrast, international organisations
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such as the OECD or the World Bank represent de facto types of authority, insofar as their tax
policies, banking regulations and debt management guidelines —though not legally binding—
are frequently adopted by states due to their perceived expertise, credibility and neutrality
(Ibid, 2020:12).

The cohort of professionals interviewed for this study demonstrates that sustainability in the
audiovisual sector is interdisciplinary, transversal, adaptive and cross-sectoral, blending and
expanding theoretical and practical competencies for those actively engaging with it. By
convention, academic researchers operate within the epistemic and methodological
boundaries of a particular discipline or intellectual community (Reinecke et al, 2024: 1423). As
such, within our immediate context, the film studies canon may typically approach audiovisual
media as historical, socio-economic, aesthetic, and technological objects (Hagener and
Zimmermann, 2023:13). However, film scholars interviewed in this study, have arguably, on
account of their involvement with sustainability, broadened this initial focus to include systems
thinking competencies as well as engagement with policy-related discources. Producers
interviewed for this study, who typically manage project budgets, schedules and workflows,
have expanded their operations by engaging with sustainable production protocols, navigating
eco-certifications and coordinating an emerging network of stakeholders and suppliers, while
embedding sustainability in their business models and production ecosystems. Similarly, in
their attempts to inspire audiences and industry norms towards environmental change,
contributing screenwriters and directors have enriched their cultural output by embedding
ethical narratives and climate discourses in their storytelling. Film marketeers, while traditionally
focused on production and commercialisation strategies (Mingant et al., 2015:2), now expand
that strategic capacity to include ethical branding and environmentally conscious messaging.
At the same time, film commissioners and policymakers consulted have enhanced their de jure
regulatory power and funding capacity by assuming new strategic roles in aligning the
procurement of public resources with long-term environmental goals and screen industry

objectives tied to their regions.
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Furthermore, craft-based specialists consulted, such as set designers and stylists, versed in
sustainable lifecycle thinking, have transitioned from conventional textile and material use
towards innovative circular design principles and the use of low-waste, ethically sourced
materials. In parallel, a second cluster of professionals interviewed advances the social pillar of
sustainability while actively reflecting on how it intersects with the sector’s environmental goals.
Industry roles such as DEI Officers, Health & Safety managers, mental health aides, executive
coaches, and accessibility coordinators advocate for more sustainable labour practices,
improved risk management and a more inclusive workforce —underscoring the view that
sustainability meaningfully expands to encompass equity, workplace dignity and human

wellbeing.

Finally, as this overview suggests, the current uptake of sustainability in audiovisual production
signals not only a distributed knowledge across multiple areas of expertise and specialised
roles—from writers, directors and producers, to film commissioners and designers, but also a
reconfiguration of skills and competencies in production departments and workflows. Yet,
without a dedicated professional tasked with planning, monitoring, managing and reporting on
all these varied efforts, such contributions risk becoming fragmented, underutilised or worse,
deprioritised. Towards this, the Sustainability Manager emerges as a key integrative figure—
and the cornerstone of this study—mediating between socio-ecological imperatives, policy

compliance and the complex realities of operationalising sustainability in audiovisual sets.
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2.5.3 Participant Profile and Distribution

In total, 70 in-depth interviews with 64 participants from 24 countries were conducted and
recorded via Zoom using granted UniBo institutional access. Of these, the first 35 interviews
were completed during the second year of the PhD, with the remaining conducted during the
first quarter of the third year. The table below (Table 1.1) provides a detailed breakdown of the
participants involved in the study, categorised by their geographical distribution, professional
roles, and affiliations. Such a categorisation also reflects the overlapping nature of certain roles,
recognising that, particularly within a freelancer-based gig economy, a sustainability
professional may simultaneously work in other capacities, such as a film commissioner,
researcher, or filmmaker. Further, within this context, the use of the term 'filmmaker" is broadly
defined to encompass professionals currently or previously working in various departments and
roles, including the Production department (e.g., production managers and coordinators), the
Director’s department (e.g., directors and assistant directors), and in some cases the Camera

department (camera operators).
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Participant Categories by Role:

T

Industry Professionals: 54 participants
Researchers (Academic and Independent): 10 participants

Geographical Distribution of Participants:

Breakdown of Participant Roles and Affiliations:

T

ltaly: 29 participants
UK: 7 participants

USA: 3 participants
Greece: 2 participants
France: 3 participants
Belgium: 2 participants
Canada: 2 participants
Germany: 2 participants
Spain: 1 participant
Finland: 1 participant
The Netherlands: 1 participant
Czech Republic: 1 participant
Jordan: 1 participant
India: 1 participant
Denmark: 1 participant
Colombia: 1 participant
Portugal: 1 participant
Hungary: 1 participant
Russia: 1 participant
China: 1 participant
Ireland: 1 participant
Sweden: 1 participant

Sustainability Managers: 14
Sustainable Production Consultancies:12
Sustainable Production Protocol Norms: 9

Researchers: 13, of which 10 are attached to academic

institutions
Producers: 9
Scriptwriters:2
Film Festivals: 8
Film Commissioners: 7
Filmmakers: 8
Funders: 2
Broadcasters:1
Streaming Services: 1
Set Designer: 1
Wardrobe and Costume Dept: 2
Sector-related Technological Innovation: 3
* Roles Related to Health & Safety, DEI and
Accessibility: 10

Table 1: Participant Composition Overview

With Italy as its main focus, the study finds that domestic activity in this aspect of production
displays the highest number of developed norms, surpassing every other country examined,
with seven established sustainable production protocol norms on offer and one relating to
sustainable events and film exhibitions operating at the national level. Covered in depth
throughout the study, as they developed these are Fondazione EOS’ Edison Green Movie,

Cremonesi Consulenze’s Green Ciak, EcoMuvi, formerly of Tempesta, Sardegna Film
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Commission's Green Film Shooting Guide, Trentino Film Commission’s Green Film rating
system, IDM Sidtirol’s Green Shooting Certificate and Zen2030’s Zen (Zero Emissioni Nette)
Protocol and, respectively AFIC's (Associazione Festival Italiani di Cinema) Green Festival

Guidelines.

Domestically, the list also extends to include an ensemble of all the relevant film commissions
at the forefront of promoting sustainability within their respective territories, with insights from
representatives of the Trentino Film Commission, Sardegna Film Commission Foundation,
Emilia-Romagna Film Commission, Torino-Piemonte Film Commission, IDM Sidtirol, and the
Association of Italian Film Commissions. On the film festival front, interview consultations have
also included representatives of the Association of Italian Film Festivals (AFIC), Trento Film
Festival, Cinema e Ambiente Avezzano and Garofano Rosso, Verona Green Movie Land and its
associated ten film festivals, as well as the Green Drop Award at the International Venice Film

Festival.

Some participants work or have worked for the following studios and broadcasters: Amazon
Studios ltalia, Sky Italia, Mediaset Infinity, Sony Pictures Entertainment, the BBC; and
production companies such as Tempesta Srl, Groenlandia Slr, Kino Produzione, Scott Free
Productions, and numerous others, contributing insider perspectives about operations relating
to sustainability as well as elaborations on industry buy-in and audience engagement
strategies. Further, participants have been associated with several prominent international
working groups, think tanks, consortia and fora: the Sustainable Production Alliance, the
European Film Commissions Network, the EcoProd Charter, the European Women'’s
Audiovisual Network, BAFTA Albert Consortium, the TV Industry Human Rights Forum, the
Film and TV Charity, CineRegio, Green Screen, the UN-backed Entertainment for Climate
Change Action (ECCA), the TV Access Project, The German Association of Green Film & TV
Consultants and the Clean Mobile Power Initiative backed by Netflix and The Disney Studios.
Further, a long list of commercially and critically acclaimed feature films, TV movies, and series

that the interviewees have participated as sustainability experts includes The Last Winter (dir.
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Larry Fessenden, 2006), Noah (dir. Darren Aronofsky, 2014), The Amazing Spider-Man 2 (dir.
Marc Webb, 2014), Black Panther (dir. Ryan Coogler, 2018), The Whale (dir. Darren Aronofsky,
2022), Napoleon (dir. Ridley Scott, 2023), No Time to Die (dir. Cary Joji Fukunaga, 2023), The
Little Mermaid (dir. Rob Marshall, 2023), Killers of the Flower Moon (dir. Martin Scorsese,
2023), Il Capitale Umano (dir.Paolo Virzi, 2014), Le Meraviglie (dir. Alice Rohrwacher, 2014),
Lazzaro Felice (dir. Alice Rohrwacher, 2018), Romulus Season 2 (created by Matteo Rovere,

2022), Chimera (dir. Alice Rohrwacher, 2024).

2.6. Ethical Considerations

To ensure that potential participants gave their fully informed consent for the interviews, during
their recruitment as interview subjects, they were offered the chance to see the range of topics
(however, not the actual questions) before deciding whether or not they wanted to take part in
them. Responders were also given the right to end the interview at any point and were
debriefed by the case study researcher following the conclusion of the study. In addition,
responders were provided with relevant participant consent forms diligently prepared to align

with GDPR-compliant Alma Matter regulations.

2.7 Benchmarking Existing Studies

Several factors necessitated this breadth of data collection: 1) the relevance of the participants
selected as interview subjects, whose sizeable and diverse geographical spread ensured that 2)
data saturation was reached by covering a broad range of perspectives, production contexts,
and experiences. Additionally, the study also aimed to 3) benchmark the scope, depth and, to
an extent, methodologies of key existing secondary sources, including influential long-form

(books and theses) and short-form studies (articles, reports and trade literature), available both
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in Italian and English, along with selected resources translated from German, French, Spanish,

Swedish, Finnish, and Dutch.

In this regard, concerning the in-depth, semi-structured interview and multiple case study
methodology employed in the research, it is notable that excluding a recent non-academic
industry report with 150 interviewed participants (see Biancarelli et al., 2023), no other relevant
comparison study examined had exceeded the consultation of 50 expert participants
(indicatively, see Corbett and Turco, 2006; Kaapa, 2018; BAFTA Albert et al., 2020). As far as
research in Italian production contexts is concerned, the bibliography is notably more limited,
with singular case studies on the subject (see Di Bianco, 2020; Christophe, 2021) focusing on
the work of auteur director Alice Rohrwacher, which naturally include forays into the prominent
sustainability initiatives of Tempesta Slr and EcoMuvi. Additional studies, each examining up to
five cases, address sustainability in the Italian audiovisual sector from a project-based industry
management perspective (Chiarini and Khedarchi, 2018), a general inquiry into sustainable
practices in live-action, animation, and documentary production (Formenti, 2022), and

sustainability as a discourse in ltalian film festival operations (Cessaro, 2022).

A final remark is that whereas the present study focuses on lItaly, its findings are heavily
informed by broader European and global trends in sustainability, especially in the context of
co-productions. Consequently, the dynamic landscape of Italian sustainable AVP, as examined
here, offers broader relevance as a case study for national industries with emerging sustainable
production initiatives or navigating common legislative frameworks and pressures, such as

those introduced by the EU Green Deal and the CSRD.

2.8 Transcription of Interviews

Interviews were transcribed following standard verbatim transcription conventions for

qualitative research (see Appendix lll). By “standard”, it is implied that the methodology
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excludes conventions steeped in conversation analysis, linguistics or ethnomethodological
tradition (Gardner, 2005:3), in which the talk-in-interactions (that may include visual cues and
expressions) of both speaker-listener participants are marked and analysed in depth. Instead,
per Poland’s (1995: 291) observation, the notion of a standard verbatim transcript is by
definition limited to “a faithful reproduction of the aural record, the latter being taken as the
embodiment of truth as an indisputable record of the interview” and within that understanding,
per (Roberts-Powers, 2005:1) the process of transcribing spoken word has to reflect the

research objectives further.

As such, for the first 28 interviews transcribed, transcriptions followed a simple process,
adhering to the exact reproduction of the spoken words. Brackets were to indicate editorial
notes or relevant contextual information, such as filmographies, bibliographies, credits,
abbreviations or useful summaries. In addition, timestamps following a running timestamp
format (e.g. 0:00:00, respectively, indicating hours, minutes and seconds) are used throughout
the text. Further, omissions were made throughout all transcribed texts, omitting verbal
repetitions, informal discourses and casual conversation, or in cases where the participant
implicitly requested the exclusion of information and when other verbal cues such as "off-the-

record" were provided.

Consequently, however, due to the time-intensive nature of the replay-driven manual
transcription approach, a more efficient workflow emerged, with the researcher outsourcing the
task of transcriptions to specialised, automated subscription-based services, such as Auris.ai
and Cockatoo.ai. In most instances, the resulting transcriptions from such services were far
from perfect, especially with regards to non-native English accents or overlapping speech,
necessitating, again, manual revisions of the text—albeit in a less intensive and more
streamlined manner. Equally, where translation services were needed for accurate translations
of interviews conducted in Italian, these were powered through deeplL, an online neural
machine subscription-based translation service. Collectively, the 70 transcriptions amount to a

total word count of over 365,000 words and a page count of just over a thousand pages.
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2.9 Triangulation of Data

A notable challenge, often requiring careful and diplomatic navigation, was the triangulation of
data provided by respondents. On the one hand, historical claims—and occasionally behind-
the-scenes disputes—regarding the conception, innovation, or implementation of certain ideas
and practices related to sustainability added a layer of complexity to the process. On the other,
the credibility of claims made by responders, even when supported by reliable sources, often
required scrutiny and contextual evaluation. For instance, as the study finds, in the context of
sustainable production norms operating in ltaly and beyond, some professionals or labels
explicitly or implicitly have asserted during their interviews that their protocols and associated
certification schemes possess international validity for ESG reporting purposes. However,
despite being recognised at local, national, and EU industry levels for funding or regulatory
purposes, most available protocols function as self-certifications, meaning that aside from any
quality-assured third-party verification bodies attached to the process, the authority
responsible for issuing these certifications is often the protocol providers themselves. Further,
for some protocols, the appending certification covers only a partial process, such as, for
instance, the carbon calculation and offsetting of emissions and not other aspects related to

the socio-environmental impact of an audiovisual project.

Thus, as the study finds, while the overall efforts or value of such initiatives remain significant in
advancing the sector’s sustainability agenda, such norms often lack recognition as formal
standards (e.g. ISO, BSI or UNI) norms outside the industry’s context and may, in fact, become
subject to revision in the face of more stringent EU legislation addressing eco-label claims for
products, including “green certified” audiovisual content, as well as new sustainability
reporting requirements, such as the Corporate Social Responsibility Directive (CSRD).
Understandably, this observed pattern should not be interpreted as an indication of
misinformation or dishonesty on the part of the responders but rather as a tactic to position
their services in a more positive light. Therefore, all historical claims drawn from the interviews

were cross-referenced using secondary sources, such as domestic and foreign trade press,
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industry reports, and press kits. Conversely, claims regarding the validity of certifications on
offer were carefully examined and contextualised in relation to current legislation but also in

anticipation of forthcoming, stricter regulation, particularly at the EU level.

2.10 Qualitative Coding

For the coding process, the researcher took notes in real-time while conducting the interviews,
organising them into a list of preliminary codes (e.g. production, distribution, content).
Following the transcription and annotation of all the interviews, transcripts and initial coding
were then migrated into Atlas.ti, a subscription-based qualitative data analysis (QDA) software.
Within Atlas.ti, over 1180 quotes were identified and systematically categorised into a further

489 thematic codes.

2.11 Thematic Analysis

Building on theoretical frameworks, discourses, perspectives, overarching theoretical
propositions and developed working hypotheses identified during the literature review, the
process of thematic analysis sought to 1) uncover additional patterns and themes within the
interview data, 2) conduct a further cross-case analysis of such elements while gradually 3)

setting the foundations for a global benchmark to contextualise and contrast the case of Italy.

As expected, the process of thematic analysis has proven to be an iterative rather than a linear
(or straightforward, for that matter) process, with constant revisions, refinements and further
analyses of existing codes. Such changes resolved several discrepancies in the analysis, such as
contradictory responses. For example, responders often provided dichotomous definitions of
“sustainability” in the context of audiovisual production, with some framing it as a one-
dimensional concept, a “green” approach focusing solely on environmental aspects, others as

a three-dimensional approach, encompassing the triple bottom line framework of sustainable
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development), and still others offered adimensional perspectives, verging on abstract,
contemplative and philosophical interpretations. A similar challenge presented itself in how
responders framed what they considered to be impactful, standard, substandard or merely
performative (“greenwashing”) implementations of sustainability in audiovisual settings. Such
framed responses often reflected a binary perspective —for example, effective versus
ineffective or strong versus weak implementations of sustainability—within what is otherwise a
dynamic field of practice, continuously shaped by revised sustainable protocol norms, shifting
policy frameworks and regulations, and technological innovations; factors that vary across
geographical contexts, types of projects (e.g. short- or long-form, genre, live-action drama,
documentary and animation productions) and scale of production (e.g. low-budget projects to

tentpole films).

In tandem, given the emerging nature of the practice, numerous coded themes derived from
primary data were continuously cross-referenced with secondary literature in a sector-agnostic,
interdisciplinary manner, spanning fields such as environmental science and overtly STEM
disciplines, to political science, policy studies, business, management and organisational
behaviour., especially as they related to sustainability. This approach ensured that the
arguments proposed by the study contributed meaningfully to broader academic debates on
sustainability, particularly as they intersect with sectors beyond the cultural and creative

industries.

2.12 Thesis Writing

As input for the thesis and aligning with its research questions and methodology, the resulting
thematic analysis was then integrated into the main text in a three-fold manner. Firstly, it
provided a structured historical review tracing the origins and evolution of sustainability norms

in AVP settings, highlighting key milestones and developments while accounting for various
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global and local regulatory contexts and technological and industrial changes (RQ1 “History”).
Secondly, the data analysis examined how such considerations and practices are integrated
into production settings characterised by long-established, traditional workflows. This involved
evaluating both ideal and suboptimal scenarios for integration, using illustrative examples
drawn from the various embedded case studies (RQ2 “Integration”). Thirdly, the analysis
delved into the educational implications of fostering a relevant approach towards capacity-

building training related to sustainable AVP (RQ3 “Education”).

While the thematic analysis methodology directly addressed the research questions with
corresponding, relevant codes and analyses, the writing approach in the thesis has been less
compartmentalised. As such, all information is presented within an overarching narrative that
gradually establishes the research’s conclusion regarding Italian and EU industry policy,
practice, and education in sustainability. Ultimately, this suggests that certain themes,
observations, and information are recurrent throughout the thesis, with each subsequent
mention introducing a new point or underscoring a point made at an earlier stage but doing so

in a coherent, logical, and progressive manner.

2.13 Limitations, Challenges and Amendments

Given the considerable research gap identified during the literature review in the first year of
the PhD, the study initially set more ambitious targets than those it currently presents its
readership with. In particular, in its initial focus, the study envisioned integrating and analysing
quantitative data related to the adoption rate of sustainable protocols and their subsequent
certifications by Italian audiovisual productions through their festival submissions for the year
2023 at a prominent ltalian film festival. However, during the late stages of the second year of
the PhD, the researcher was told that pursuing this lead was no longer feasible. Similarly,

access to another significant quantitative study —the development of baseline green indicators
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based on the calculated pan-European carbon footprint of audiovisual productions by the
European Audiovisual Observatory (see Fioroni et al., 2023)—and one whose data the
researcher was counting on was deemed inconclusive due to insufficient data provided by
most of its nine major participants, including sustainability labels and carbon calculators
operating across the EU. This led the Observatory to comment in its report that the sector is
not “mature enough yet to collect homogenous data on a national or pan-European level”
(Ibid, 2023b:7). Furthermore, independent requests relating to sustainability production data
from professionals and labels consulted in this study were met with resistance, often due to
non-disclosure agreements (NDAs). This persisting challenge highlighted the pressing need for

greater transparency within the industry, a theme addressed throughout the study.

Another limitation of the study is related to the exploration of sustainability protocols and
practices in distribution contexts. Initially conceived as one of the focal points of this research,
it became evident to the researcher that engaging in an in-depth manner with sustainability in
physical distribution —particularly through research lines exploring the energy efficiency of
theatres— would divert the research to an entirely different domain, overlapping with
disciplines such as for instance, sustainable architecture and urban planning. Furthermore,
available data on sustainable distribution practices has been sparse, often limited to basic
guidelines issued by film festivals and sector-specific event organisers. In contrast, discourses
surrounding sustainability in digital distribution have been more advanced, thus enabling a
more extensive coverage of such perspectives within this thesis. As a result, the inquiry into
sustainable distribution was delegated from a focused research point to sporadic yet in-depth
discussions throughout the study, especially in areas where it intersected with notions of
sustainable production. In addition, the study was initially conceived as a dual output
comprising 1) the written component of the thesis and 2) a series of documentaries, utilising
segments from the interviews and behind-the-scenes footage showcasing sustainable practices
implemented on audiovisual sets. However, this proved to be a rather impractical pursuit due
to the resulting low-quality audio and video from recorded interviews, notwithstanding the lack

of permission to film behind-the-scenes footage during productions that the researcher
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interned for as a Green Production Assistant. Despite what would have been a valuable
companion to the textual thesis, the decision was made to abandon this direction, especially

given that this component was non-assessed and optional.

Finally, another significant challenge came from the line of inquiry itself. On a policy level,
discourses of sustainability in AVP gained considerable momentum post-COVID, driven in part
by funding conditions, industry advocacy, technological advancements and policy changes,
which, necessitating constant revisions on the thesis, have, at times, made it difficult for the
study to establish a static picture of the sector. As such, the study acknowledges that newly
introduced regulations within a constantly evolving policy landscape —whether at the domestic

or EU level—could potentially outdate or disprove its insights, recommendations and findings.
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3. Literature Review

3.1. Introduction

Upon initial examination, we can neatly organise the bibliography on sustainability in
audiovisual production as occurring from three distinct research lines: 1) Academic, whereby
owing much to eco-materialist discourse, one approach assumes a qualitative perspective, while
2) the other favours a more conventional, quantitative, hard-data-backed inquiry in the off-
screen processes of production workflows, disseminated in the form of academic books, articles
and reports. Then, another research approach can be observed when considering 3) the
literature generated by the industry itself through the endeavours of individual practitioners or
collectively through the joint efforts of industry networks, organisations, alliances and think
tanks invested in knowledge sharing, advocacy, film policy and the promotion of co-
productions, disseminated in the form of reports and white papers, trade literature and related
news publications. These are presented here in advancing chronological order, taking into
account the development of discourses in the field and the overall historical backdrop in terms

of policy and legislation.

3.1. Academia: Qualitative and Quantitative Research Lines

Academic studies examining the complex relationship between the fields of media production
and distribution, their industry operations and the environment are not new. Broadly, such
inquiries have been addressed previously in a scholarship known as Ecocinema Studies. Also
referred to as “green film criticism”, “ecofilm criticism”, or “ecocinema criticism”, Ecocinema is
an area of study characterised by its brief history yet fast expansion since the late 1990's (Chu,

2016:11). As those names in use imply, the scholarship’s focus has been largely theoretical, with

most studies focusing on representational (Kdapa, 2018: 2-5) and ideological (Chu, 2017:6)
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concerns. As such, tracing that literary trajectory includes an academic body of work that, from
a film studies and environmental humanities standpoint and through a cultural studies and
literary criticism lens, primarily examines the environmental and ecological connotations of the
filmic text, recognising the necessity of a “closer scrutiny” towards the reinvention of cultural
concepts we hold about nature (Hochman, 1998: 13-14), examining, among others, the
aesthetics of the rural and urban landscape, the representation of wild animals, the
development and use of land and technology (Ingram, 2000) and locating the usefulness of such
closer textual analyses of ecological representations in films toward the promotion of an
interdisciplinary research framework holistically embracing discourses from Sciences and

Humanities alike (Brereton, 2004: 237-238).

With the seminal publication of Cubitt's Ecomedia (Amsterdam: Rodopi, 2005), the field is
presented with a proposed approach beyond mere film analysis: the notion of an ecological
footprint as a discourse in film production and distribution (Cubit, 2005: 99). Thus shaping the
view of the topic, this notion was further developed by Ivakhiv (2008:19-23), who, explicitly
making the case for “Green” cinematic production mechanisms, proposed a “materialist”
research line concerned with “the things, processes, and systems that support and enable the
making and disseminating of cultural texts”; a term further refined as “ecomaterialist” by
Hunter Vaughan, as a life-cycle exploration of screen media production:” From the extraction of
minerals to the chemical waste of its process, the centrality of natural symbolism in its marketing
and crossover merchandising, and the restructuring of urban communities based on production
culture ebbs and flows” (Vaughn, 2019:13). This materialist approach to ecocinema has
generated further inquiries on aspects of environmental sustainability in the media industries,
from investigating the intersections between social justice issues and environmental problems
affecting impoverished nations, indigenous populations, and racial, ethnic, and gender
minorities in both affluent and less affluent countries (Willoquet-Maricondi, 2010:6) and the
impact of information and communication technologies and consumer electronics production
and their disposal, in Jennifer Gabry's Digital Rubbish: A Natural History of Electronics (2011,
USA: The University of Michigan Press) and Maxwell’s and Miller’s 2012 Greening the Media
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(New York: Oxford University Press), to a carbon-intensive understanding as to how film, as an
image resource, relies on the exploitation of natural resources, which it further abuses by
contributing to pollution, in Nadia Bozak’'s The Cinematic Footprint (London: Rutgers University
Press, 2012). It was, however, with the 2016 publication of Starosielski's and Walker's 2016
Sustainable Media: Critical Approaches to Media and Environment (New York: Routledge) that
academia appeared to engage with how media production technology processes impact the
environment on a macro level, proposing concrete sets of best practices with potential industry

policy recommendations.

In this more refined direction, Pietarii Kdapa's influential Environmental Management of the
Media (New York: Routledge, 2018), while firmly footed in the physical-material impact of media
production, shifted the conversation towards a more holistic, socio-environmental paradigm,
locating its case studies in a European context. This paradigm emphasises the interplay
between labour practices, their management and the environment through a descriptive case
study approach of actors and networks involved in industry-related sustainability organisations,
critically pointing towards necessary policy changes in the context of regulatory infrastructures
and industry practice but also in the context of the content itself; as a means to inspire and
educate audiences via the amplification of socially and environmentally beneficial perspectives,
through strategically embedded narratives and communications (Ibid.:47). Another significant
contribution adding to this process-oriented and impact-specific line of inquiry is Vaughn's
Hollywood's Dirtiest Secret (Vaughn, 2019), where the industry’s fascination with fire, explosions
and the excessive use of water and other natural resources are examined on par with their
environmental impact; addressing along the lines the ironic contradictions in the processes
behind the digital production of notable pro-environmental blockbusters (such as 2009’s
Avatar), interrogating the manner via which such productions advance the conversation in terms
of environmental justice, and the real-world, off-screen effects on the environment embedded
in their making. In addition to other relevant book publications (see Kaapa and Vaughn, 2022),
the literature includes a small number of peer-reviewed academic articles on sustainability in

audiovisual production (Giindiiz Ozdemirci, 2015; Uhlin, 2016; Di Bianco, 2020; Formenti, 2022;
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Guzman, 2022; Lopera-Marmol and Jiménez-Morales, 2022) and the role of film commissions

toward the adoption of such practices (Cucco and Richieri, 2021: 55-56).

A considerably more limited body of scholarly work of relevant literature pertains to
sustainability in film festivals (see Cessaro, 2022 and de Valck and Damiens, 2023) and digital
distribution (Marks and Przedpetski, 2022). In Cessaro’s Film Festivals in the Anthropocene
(2022), 'the spatiality” of film festivals [as] “cultural events”, to be understood as “a cohesive
relationship between territories, touristic flows and ethnographies” is located in the context of
sustainability (Cessaro, 2022: 89-90), further registering such activity in ltaly by observing the
introduction of best practice guidelines in the Association of Italian Film Festivals’ (AFIC) Green
Festival Guide (AFIC, 2022). Subsequently, de Valck’'s and Damiens’ Rethinking Film Festivals in
the Pandemic Era and After shifts the conversation to a global level, anticipating changes not
only in the design, operation and audience experience of film festivals but also in how such
aspects will be academically studied in the future, in the context of sustainability and in the
aftermath of the COVID-19 pandemic (de Valck and Damiens, 2023: 321-322). As such, the
central argument developed by de Valck and Damiens is the need to reexamine “the logic of
growth at film festivals and consider its limits”, further pointing towards green solutions to
common festival habits and the development of festival-specific sustainability goals (lbid, 2023:
322-323). Similarly, an argument of de-growth and downsizing is also radically implied in the
interdisciplinary scholarship and advocacy of academic Laura U. Marks that concerns itself with
the environmental footprint of streaming media. Building on previous research (The Shift
Project, 2019 and 2020), Marks makes qualitative sense behind comprehensive qualitative ICT
data, inviting us to reconsider our consumption habits when accessing streaming content
(Marks, 2021:50), assigning along the way best practices and policy recommendations for both

the public and private sectors.

Meanwhile, in 2006, the academic discourse on sustainability for the screen sector arguably
received its most influential quantitative study with the publication of Sustainability In the

Motion Picture Industry (Corbet and Turco, 2006). Produced by UCLA's Institute of the
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Environment and arguably the most visible and cited quantitative study on the subject, and one
that “planted the seeds for a green revolution” (Di Bianco, 2020:154), Corbet's and Turco's
study inquires through an even more scientifically sober, macro-levelled perspective on the
carbon-intensive processes of audiovisual production around the Los Angeles area, rendering
such activity as a significant contributor to conventional air pollution, greenhouse gas emissions,
and energy consumption; shifting the conversation towards critical industry policy changes,
providing high-level emission estimates and further recommended practices of mitigation.

Such recommendations are the result of an input-output life-cycle analysis, which, even though
is beyond the scope of this study, essentially underscores the fact that the production of motion
pictures has a much bigger impact and footprint that supersedes its de facto operations on
account of its reliance on first-order purchases of goods and services from suppliers and
vendors, who in turn themselves make (second-order) purchases in order to provide their
services, further extending the industry's environmental impact reach (Corbet and Turco, 2006:
6-7). In the same vein, subsequent research appears as the subject of several STEM
postgraduate dissertations. Indicatively and as relevant, these include quantitative inquiries in
the use and design of carbon calculators for the audiovisual industries (Jette,2020), addressing
and mitigating the impact of television production (Mohebi, 2023), calculating the footprint of
physical and digital distribution (Schoors, 2023) alongside the greenhouse gas emissions
inherent, in film screenings (Schurmans, 2023), and in the use textiles in costumes and props

(Serrien, 2022).

3.2. Industrial Organisation and Institution-related Literature

Tracing the literature stemming from the industry itself through the efforts of collective
associations, industrial organisations, film commissions, individual professionals, and trade-
related advocacy think tanks leads to a body of work that progressively underlines the manner
in which the industry has preoccupied itself with the subject of environmental (and, eventually,

social) sustainability in a production and distribution context. For the purposes of registering
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such discourses as they emerge from the audiovisual industry itself, proposing a timeline of
such developments would be beneficial. Therefore, such sporadic (and arguably, fragmented)
contributions in the bibliography can be grouped chronologically as they reflect four periods in
the development of relevant discourses: 1) Initial Awareness, 2) Building Momentum, 3)

Expansion and Policy Development and 4) Recent Developments and Future Focus.

3.2.1. Initial Awareness (1992-2006)

Bibliographically, we can tentatively conclude (see Flanigan, 2002:92) that the earliest attempt at
making a case for the environment in audiovisual production, why the industry should care, as
well as codifying a set of best practices in print, appears to be with the publication of Low
Impact Filmmaking: A Practical Guide to Environmentally Sound Film & Video Production; a
Book of Ideas and Resources (US: Glass Eye Pix, 1993). Compiled of empirical observations from
the author’s 1990 production of No Telling (dir.Larry Fessenden, 1991), an independent horror
feature film shot in New York, Low Impact Filmmaking was written in pre-internet times when all
such activity was purely voluntary, disincentivised, unsupervised and uncertified. In the absence
of standardised norms, greener production alternatives (e.g. clean energy film set generators or
commercial hybrid and electric vehicles), or the current urgency and institutional drive for
action, Fessenden’s book appears to have, on all accounts, inaugurated the key, textbook
concepts of the practice. Timely and relevant to this day, these consist of devising early a
sustainability plan during development and pre-production, opting for paperless
communications, and adhering to circular economy principles for achieving zero waste through
reduction, reuse, recycling and donation, while today’s role of a “sustainability manager” is
delegated to an environmental consultant attached to the project. Furthermore, the book
assesses each production stage, department, and workflow, as well as lays down specific tasks
and responsibilities of each crew member. It outlines energy conservation, efficient
transportation plans, the ethical treatment of animals and the provision of sustainable and

ethical vendors during all facets of production, including the preference for organic and locally
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sourced catering and craft services, instilling thus the habit of more ethical consumerism in film
sets. The book also underlines the need to contextualise such practices with initiatives of the
third sector pertinent to environmental advocacy and animal rights, such as Greenpeace,
People for the Ethical Treatment of Animals (PETA) and Performing Animal Welfare Society
(PAWS). In all of the above, Fessenden and Ellebogen are conscious that their proposed
“environmentalism” would be essentially unpopular to the sector, met with resistance and
“open to all sorts of sarcasm and condescension, even from [industry] groups that generally
take the road to reform” (Glasseyepix, 2007). Though its arguments are articulated more in
terms of global warming, which only accounts for the Earth'’s rising surface temperature and not
for outcomes such as melting glaciers, heavier rainstorms and more frequent drought (Kennedy
and Lindsey, 2015), Low Impact Filmmaking appeals to its independent filmmakers’ readership,
predicting that “low impact” practices will in time become a concern even for Hollywood “if for

no other reason than that it's good for business” (Glasseyepix, 2007).

There is little evidence towards the impact of Fessenden'’s and Ellebogen’s 1992 book, apart
perhaps from providing a reference point and baseline study for two industry-focused studies
conducted by the University of California Los Angeles (UCLA). In the first instance, following the
negative publicity around the contentious and hostile to the environment filming of The Beach
(dir. Danny Boyle, 2001) in Thailand, Flanigan’s 2002 publication of The Environmental Cost of
Filmmaking explores how relaxed regulation and permit granting has allowed filmmakers to
disregard the environmental impact of their productions, often facing minimal to no
accountability when such impact is adverse and subject to litigation (Flanigan, 2002: 70). Even
though, Flanigan’s investigation is approached as a Case Study Law inquiry, it introduces a
number of significant concepts. To begin with, it brings our attention to the fact that often,
localities that act as hosts to film productions receive substantial revenue by visiting production
troupes, resulting in more lenient regulation (lbid, 2002:71), alongside other attractive incentive
packages (Ibid, 2002:77-78). Subsequently, it not only highlights the necessity for productions to
complete an environmental impact assessment (Ibid, 2002: 89) but also the imperative of

introducing a relevant production role of a designated professional within the company “to
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coordinate [the] remedial efforts when environmental damage occurs (Ibid, 2002:73). Further,
the study locates the industry’s reluctance to comply manifesting on two levels: time constraints
and budgetary concerns that mitigate against the development of and compliance to an
environmental assessment but, perhaps more importantly, the argument that if a studio drafts
such a statement, it opens them up to lawsuits if the drafted plan is not followed, resulting to
environmental damage (Ibid, 2002:89). Subsequently, The Environmental Cost of Filmmaking
explores film production’s relation to both local and national governmental authorities and the
often bureaucratic manner permits obtained from either come into conflict, often with
damaging consequences (lbid, 2002:82); as such it concludes that productions should practice
due diligence in planning and complying with an environmental risk assessment plan in pre-
production, if not for environmental reasons, in order to avoid eventual lawsuits, work

stoppages and ensuing negative publicity (Ibid, 2002:95).

In the second instance, Fessenden’s and Ellebogen’s book is cited as a groundwork best
practice study on the (much later) seminal 2006 publication of Sustainability In the Motion
Picture Industry. Further, in Corbet and Turco’'s UCLA study, an informal content analysis of how
mainstream trade literature, such as the Hollywood Reporter and Variety, engaged with the
subject of environmental sustainability in film production for the years 1991-2004 further
confirms that the vast majority of industry coverage of environmental discourses was centred
around environmental content rather than the environmental aspects of the sector’s operations
(Corbet and Turco, 2006: 5). A subsequent attempt appears with the 2005 launch of the
Greening the Screen toolkit website (now defunct), where a simplified walkthrough for
sustainable solutions in audiovisual production is provided. Interestingly, the initiative,
commissioned by New Zealand’s Ministry of the Environment, highlights the importance of its
resources when meeting the demands of leading overseas screen production companies
visiting New Zealand as a filming destination. With such productions having voluntarily adopted
environmental management and corporate social responsibility standards, the initiative insists
that the local film sector and talent base “takes ownership of this process” (MFE.GOVT.NZ,

2005:5). As such, it appears that the conversation had, bibliographically, partially reconvened,
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and indeed advanced with the emergence of sustainability reporting as part of Corporate Social
Responsibility (henceforward CSR), which, with the establishment of the Global Reporting
Initiative in 1997, and the publication of its guidelines in 2000, became accessible to a large
number of corporations around the world (Chiarini and Khedarchi, 2018:7) and is to this day the

most widely used sustainability reporting standard (KMPG, 2020:25).

3.2.2. Building Momentum (2006-2013)

Following a series of corporate scandals throughout the ‘90s, early 2000's and all the way to the
aftermath of the 2008 financial crisis (Gulyas, 2015: 657; Kharabsheh et al., 2023:1) increased
pressure on companies to act in socially and environmentally responsive ways affected the
operations of business organisations (Gulyas, 2015: 657). Consequently, there was a gradual but
noticeable trend among many corporations towards embracing Corporate Social Responsibility
(CSR) frameworks and sustainability reporting practices. As Marisol (2016:16) posits, there are
two competing theories regarding the attainment of the “common good” within the framework
of capitalism: the first is centred on the concept of lassez-fair and in the free market’s (assumed)
inherent ability to regulate itself, while the second emphasises the need for governmental
intervention and regulation. The concept of CSR, first introduced in 1960, cuts across both
assumptions (lbid, 2016:16), positing that corporations need to act responsibly towards society
(and, by extension, the environment), being accountable towards a broader set of stakeholders
beyond its shareholders. (Wang et al., 2016: 534). Considering that an increasing number of
investors are actively seeking out companies with responsible practices for their investment
portfolio, implementing CSR strategies entails a series of advantages for an organisation, such
as shaping better relationships with all of its affiliated stakeholders and increasing employee
morale (Ksiezak, 2016: 56) and further, building a better brand image, customer recognition and
loyalty (Aradjo et al., 2023:1-2). For society at large, benefits include the overall philanthropic

activities stemming from the organisation, the protection of the environment and inspiring a
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social activation in the organisation’s value chain towards adopting similar responsibilities,

leading to fairer competition (Ksiezak, 2016: 60).

As such, with credibility and managing a positive reputation being key drivers at the heart of
both CSR and the media (Kdapa, 2018:45), it was the media sector itself that promptly initiated
the conversation and action on this topic (Sandoval, 2009: 50). As an example, in 2001, as
perhaps an early instance of what Kreft observes as “CSR Institutionalization”, manifested by
specialist training, implementation and sustainability reporting on ISO 14001 (Kreft, 2015: 328-
329), Sony Pictures saw to it that all of its North American operating units, including Sony
Pictures Studios spaces, achieved ISO14001 certification, which focused on the reduction of the
environmental impact in key areas such as water conservation, energy and waste management
and reduction as well as pollution prevention (Sony, 2002; Sony Pictures, 2022). Then, as early as
2002, in the United Nations’ report Good News & Bad: The Media, Corporate Social
Responsibility and Sustainable Development, as the name implies, the role of the media is
broadly but explicitly contextualised along the lines of CSR and Sustainable Development, as
are the sector’s operational responsibilities in terms of governance, accountability and
transparency (SustainAbility and UNEP, 2002:3-5). The sector’s role and responsibilities were
further fleshed out in the proceedings of the United Nations’ International Expert Meeting in
Marrakesh the next year, emphasising the need to work effectively with media and advertising
sectors for the promotion of sustainable production and consumption (UN, 2003: 32). In
exploring operationally the implications of such connections between the media sector
(broadly) and non-financial reporting frameworks, the work of the Media CSR Forum added

significantly to the conversation.

Established in 2001, the Forum was initiated by leading British media corporations such as the
BBC, Sky, and the Guardian Media Group in order to foster CSR and sustainability practices
within the media industry. In its 2005 Key CSR Issues for the Media Industry report,
“environmental management”, defined as a process of “maximising the positive and

minimising the negative impacts of an organisation's operations and product output on society
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and the environment by meeting stakeholders' expectations and complying with regulatory
standards”, was identified as a key issue for many stakeholders in UK-based media industries
(Media CSR Forum & KPMG, 2005: 6), while in the Forum-affiliated discussion paper Through
the Looking Glass Corporate Responsibility in the Media and Entertainment Sector,
responsibility for the industry is for the first time articulated along the lines of content, as much
as environmental impact (WWF-UK, 2004:5). Immersing themselves into CSR frameworks and
practices, key broadcasters affiliated with the alliance took notice, gradually improving their
overall performance; with Sky becoming the first media company to go carbon neutral for its
own operations in 2006, cutting emissions and offsetting the rest (Comcast, 2020) and the BBC
introducing the measurement of performance indicators in energy consumption, carbon
emissions, water use, waste/recycling and travel in 2009 (BBC, n.d.). Further, in its 2008 report,
the Media CSR Forum identified the recent prominence of climate change as part of the
discourse among its stakeholder organisations, which, aligning with contemporary discourses,
should be “concerned with climatic changes as a consequence of man-made pollution” as
much as “operate in a way that minimises their environmental impact” (Media CSR Forum, 2008:

18-22).

Besides CSR discourses, evidence from the same time suggests the promotion of sustainable
production initiatives from quasi-autonomous non-governmental organisations as well as local
municipal entities in Britain. Commissioned by the UK Film Council, [whose responsibilities and
functions following its 2010 dissolution were delegated to the British Film Institute (Child, 2011)],
Gardner’s 2007 Developing an Environmental Strategy for UK Film not only offers a factual
presentation of complex environmental data, relating them to contemporary and future
industry-specific challenges, and strategising the needed solutions in the context of the policy
and legislative frameworks of its times. In this manner, it locates the impetus and urgency for
the UK's film sector to adapt on par with meeting domestic targets in the reduction of
greenhouse gas emissions, following the proceedings of the Kyoto Protocol (implemented in
2005) and further, the UK’s Climate Change Levy (2001) and Carbon Reduction Commitment

(2008-2009), alongside many other mandatory requirements, targets and goals stretching back
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to the mid-'90s (Gardner, 2007: v-vi). It further frames current discourses in a holistic
sustainability context where the industry is urged to reimagine its practices and rearrange its
priorities towards the realisation that “a durable wealth creation process cannot take place in a
world of ecological stress” (O'Riordan and Voisey, 1998; as quoted in Gardner, 2007:2).
Simultaneously, Green Screen, a joint effort between FilmLondon and former prime minister,
then Mayor of London, Boris Johnson, urges the performing arts sector in London towards a
more sustainable management of its operations (Greater London Authority, 2008) and
subsequently, the Film and TV industry (Greater London Authority, 2009). In the latter, beyond
planning that involves the adoption of basic action plans, energy management policies and
practical recommendations for production settings, the guide enlists two important ideas: the
introduction of ‘green’ policies for suppliers attached to audiovisual projects in order to achieve
waste reduction for London-based productions, and further, the sector’s synergy in this process
with municipal authorities, under the country’s Green Procurement Code (Greater London
Authority, 2009:28). Though the suggestions of both guides appeal to their readership on a
purely voluntary basis, they do show that by the time of their writing, a majority of leading
theatres and cultural trusts besides British broadcasters and studios were actively engaged with

the process (Ibid, 2008:18-22; 2009: 27).

In the meantime, in the 2012 publication of the GRI’s Sustainability Reporting Guidelines Media
Sector Supplement, all such discourses were significantly consolidated into a sector-specific
reporting framework that required transparent disclosures in economic and environmental areas
of organisational activity, and additionally, on social aspects, such as decent labour and work
practices with respect to human rights (GRI, 2012: 36-44). While sustainability in media
production contexts is not specifically mentioned but rather broadly implied, the GRI update
enlists three important and actionable ideas for reporting media organisations: 1) procedures
internal to the organisation related to training and raising environmental awareness among its
members and stakeholders and 2) initiatives to mitigate the environmental impact of products

and services (Ibid, 2012: 38-40), as well as 3) the inclusion of external assurance of these reports
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by competent practitioners in the validation of such reporting (Ibid, 2012: 73), points of which

the audiovisual sector evidently took notice, as in the case of the CineRegio network.

3.2.3. Expansion and Policy Development (2014-2019)

Founded in 2005 as a non-profit consortium of 15 regional film funds in Europe (54 as of now),
CineRegio formed its GreenRegio subgroup in 2012, aiming to share and promote knowledge
and develop a shared methodology for sustainability (CineRegio, n.d.c), further aligning such
practices with the overall sector's CSR agenda (Evans and Dicks, 2014:4). Following this, in the
network'’s inaugural 2014 Sustainability in Vision report, CineRegio promptly contextualised the
sector's initiatives within the broader framework of Sustainable Development and the work of
the Intergovernmental Panel on Climate Change (Evans and Dicks, 2014:7).This observation is
important on three levels, one of which is that it arguably registers that the notion (and,
undoubtedly, the reality) of climate change had, by 2014, already entered public discourse at
large in Europe’s audiovisual sector (including Italy) and that, by extension, concrete mitigation
strategies have been, at the very least, part of that conversation for different industry
stakeholders across Europe. Thirdly, it suggests the integration and further promotion of
concepts and frameworks from established policy networks and scientific panels within media
production settings, a contextualisation that is echoed in most subsequent industry reports
(indicatively, Interreg, 2018: 2; Albert, 2020:9; BFI, 2020: 14, Gassmann and Guttefarde, 2021;
Creative Europe, 2023: 7).

In addition, most subsequent reports and trade literature also display a marked preference for
operationality, transitioning from the conceptualisation and justification of sustainable
production processes to the practical execution. An example would be the German initiative
Green Film Shooting, which operates as a forum for the sharing of best practices and a
publisher, diffusing such information through its magazine under the same name. Being the

only sector-specific magazine whose issues have been published annually since 2013, Green
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Film Shooting has extensively covered the development of sustainable production, albeit with
an operational and technological green-procurement focus. As such, the focus is decidedly on
case studies with innovative solutions and optimisation opportunities such as energy-efficient
technologies (from LED lighting kits and lower-emission generators to server-based solutions
for productions shot on location), sustainable sourcing solutions (from set to costume design
and food procurement for production and exhibition settings), innovative production methods
(such as climate-neutral studios and the use of VR workflows as sustainable alternatives) and
other eco-conscious business and community initiatives (such as relevant education, training
and advocacy, equipment rental houses and innovative start-ups). Another contemporary
addition also includes the 2014 publication of Going Green and Staying Green: A Cost-Benefit
Analysis of Sustainable Filmmaking (O'Brien 2014). Written by Emelie O'Brien, one of the field’s
most esteemed and active practitioners, the document dispels myths and addresses common
misconceptions among industry stakeholders, illustrating the budgetary savings resulting from
proactive environmental action when it comes to managing production footprints related to
water waste, dishware, transportation, batteries, waste composting, props, set dressing,
wardrobe, debris, paper-less practices, and film e-waste, as well stressing the importance of an

eco-supervisor in the process.

Another inquiry into the operational side of sustainable practices concerns itself with addressing
gaps and barriers. Although brief, Interreg’s 2018 Greening the Audio Visual Industry baseline
report identifies key barriers, such as poor awareness of environmental sustainability, lack of
government funding, unified methodologies and reliable data and the (persisting) perception of
sustainability as an expensive pursuit (Interreg, 2018: 2-3). As such, it provides observations and
recommendations stemming from the experience of its partners from 9 European countries to
address these barriers, including the promotion of best practices, initiatives for increasing
awareness, and the timely need for sector-specific training. Further barriers of an institutional
nature are also addressed in the influential report Where Are the Women Directors? Report on
Gender Equality for Directors in the European Film Industry. Following an extensive two-year

research prior to its publication in 2019 by the European Women's Audiovisual Network
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(henceforth, EWAN), the report finds that, on average, only one in five films across the seven
countries examined is directed by a woman, and even though such talent exists, it is not fully
exploited by the industry. This underrepresentation is further perpetuated by low funding
opportunities and gender bias which further affect the market’s willingness to invest in female
talent, thereby creating thus a vicious circle (EWAN, 2019: 7-9). Although not an

|II

“environmental” inquiry per se, the agenda of EWAN's advocacy for sustainable gender
equality is practical; focusing on empowering female talent through the facilitation of
networking events, capacity-building masterclasses, scriptwriting clinics and training residences
(Ewawomen, 2024). As we will further examine through this study, such initiatives designed to
address and remedy disparities in the context of Diversity, Equity, and Inclusion (DEI, hereafter)

through tangible measures in production settings often contribute to and overlap with broader

sustainability initiatives in the sector.

Finally, a seminal contribution to the bibliography includes addressing the role of film funds and
other aid schemes in the sector’s sustainable transition. Published by the European Audiovisual
Observatory in 2019, Mapping of Film and Audiovisual Public Funding Criteria in the EU
registers the allocation of funding dedicated to offsetting sustainable and environmentally
friendly production expenses and the provision of environmental certifications and shooting
permits (European Audiovisual Observatory, 2019:76-80). Such support is offered by selected
film funds based on the fulfilment of listed requirements, outlined as quantifiable (and subject
to verification) criteria accompanied by an evaluative grid (or rating system) for the purpose of
assessing compliance according to a pre-arranged sustainability plan (Ibid, 2019). For example,
criteria subject to funding received from the Trentino Film Commission include energy savings,
transport and accommodation, catering and material selection, waste management, and
communication (Trentino Film Commission, n.d.:4,10,15). In addition, the report further
documents the rapport between the financial aid mechanisms on offer with national mandates

(i.e. Flemish Pact on Clime and Energy) and international frameworks (Sustainable

55



Development Goals), as exemplified in the case of the Flemish Audiovisual Fund (VAF) (Ibid,
2019).

3.2.4. Recent Developments and Future Focus (2020-present)

Much like in numerous other sectors, the advent of COVID-19 precipitated the strongest
adverse impact on the global film industry’s history (European Audiovisual Observatory, 2019:1).
As highlighted by both international policy networks, forums and sector-specific organisations,
preventive measures such as isolation and social distancing had a special impact on cultural,
artistic activities and the entertainment sector, affecting all of its production and distribution
settings in which the congregation of people and the relationship with the environment form a
constitutive dimension (Bulloni Yaquinta et al., 2021:1; Orankiewicz and Bartosiewicz, 2023). As
such, a marked difference in the manner in which the audiovisual sector engages with
discourses of sustainability can be observed thereafter in terms of assuming a more alarming
rhetoric, concrete planning and strategic implementation, as is evident with the publication of
Screen New Deal: A Route Map to Sustainable Film Production (BAFTA Albert et al., 2020). The
British Film Institute’s and BAFTA's Albert joint effort acknowledges the necessity of an
empowered film industry Post-Covid and, owing much to its collaboration with Arup, a building
and engineering development firm, advocates for changes in physical and digital infrastructure
as well as existing working practices that would make sustainability a reality (Ibid, 2020:13). Such
changes begin with proposing a futuristic (and arguably radical restructuring) of studios
buildings, facilities and locations “designed, procured and operated with flexibility and
adaptability in mind to accommodate changing tenant requirements” offering user-centred
solutions that “encourage a work-life balance, supporting people's productivity and optimise

the multimodal mobility of people and goods” (Ibid, 2020: 15).

Besides provisions for a Post-Covid, sterilised industry with tighter controls about “materials

and people who enter and leave spaces” (Ibid, 2020: 10), such interventions entail that, through
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adequate planning, energy demand reduction in future studio premises can be feasible through
green infrastructures powered by renewable energy generation with microgrid battery storage.
Equally, a reduction in water demand can be achieved through rainwater harvesting and
greywater recycling using separate plumbing to standard sewage systems. Furthermore, in this
setting, digital tools are used from the outset in managing and reducing carbon emissions and
waste: from digitising standard workflows with collaboration platforms and cloud computing
(Ibid, 2020: 46) to virtual planning and pre-visualisation and the digital fabrication of sets
designed for deconstruction through 3D printing with microplastics (Ibid, 2020: 22). Moreover,
additional work-life facilities on studio sites in support of crew and staff that include all-inclusive
changing rooms lockers for personal deliveries, childcare services and laundry services (lbid,
2020: 43) and the introduction of mobile sanitation solutions such as composting toilets (lbid,
2020: 29). In all of the above, informed, coordinated, responsible and local sustainable
procurement choices in the sourcing of materials are key (Ibid, 2020: 17), as is the proposal of a
designated industry sustainability fund that would help reduce the associated enterprise risks
for studios embracing these upgrades, covering initial set-up expenses while partially offsetting
operational costs (Ibid, 2020: 57). Such bold proposals affecting every production department
and respective value chain are underscored in Screen New Deal not only by anticipating
government-mandated, legally binding carbon reduction commitments, which will impact all
industries and society at large but also the very expectations of investors measuring “an
investment’s overall impact on environmental, social and governance factors to determine its
worth” (Ibid, 2020: 58). Similarly, a forecast for “muscular regulations over future industrial
practices” is also echoed in BFI's standalone report Green Matters (BFI, 2020:59) of the same
year. Taking stock of sustainability in production settings before COVID-19, Green Matters
argues that in spite of Climate Change-related legislation, the industry is still in a period of
transition, largely characterised by voluntary actions that can be grouped into two operational
approaches. One observes UK-studio-backed productions adhering to the PGA Green
Production Guide standards in the context of global corporation CSR. At the same time, the

other revolves around independent productions taking advantage of sustainable protocols (for

the UK, these include Albert, Greenshoot and Green Screen) (Ibid, 2020:59). While both
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approaches are parallel and often overlap, they cannot claim to be fully complementary. As
such, the BFl addresses the “dangers of disengagement from potential joint action” if
sustainability initiatives are misaligned with both corporate thinking and commercial realities, as

well as the day-to-day practicalities of production settings (Ibid, 2020:59-60).

Another instance of how sustainability in audiovisual production can be approached arguably
manifests itself in the promotion of sustainable tourism and territorial development through the
work of regional film commissions. As noted by Cucco (2013: 264), the advent of film-friendly
policies by locally-based, authority-established initiatives, such as film commissions, has
implications that supersede film production itself, such as institutional, economic and, as of
recent, environmental (Cucco and Richeri, 2021: 55-56) ramifications, all of which intersect
operationally in what Cucco aptly calls “on-location film tourism”. In contrast with film-induced
tourism, a promotion which essentially capitalises on high-profile tourism destinations by
utilising film-related aspects in inbound marketing campaigns (Connell, 2012: 1008) such as
filming locations that such destinations are renowned for, on-location film tourism refers to
those destinations acting as hosts to audiovisual productions and their crews (Cucco and
Richeri, 2021: 52), as in the case of Barcelona. As the second most populous municipality in
Spain and a city heavily invested in decisive climate action (Borrell et al., 2025: 2, 14), Barcelona
sets out, through its film commission’s Guide to Good Practice (Barcelona Film Commission,
2020) a series of responsibilities for visiting international audiovisual productions. Heavily
informed by the UN's Sustainable Development Goals, such commitments consider both the
environmental and social aspects of organising a film shoot. Beyond standard practice
considerations such as reduction in atmospheric emissions, consumption of materials, energy
and water, the Guide underlines the importance of reducing noise in the city (Ibid, 2020:12),
cultivating a relationship with the local community and supporting its economy in line with
circular, collaborative and sustainable criteria (Ibid, 2020:13). Towards advancing this, the
Barcelona Film Commission asks among others that visiting production troupes hold meetings
with representatives from the local community, offering compensatory measures to the

community affected, as well as hiring people at risk of social or socio-economic exclusion (lbid,
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2020:13-17). Similar responsibilities are also espoused by the Catalonian Film Commission on a
regional level in its Guide to Implementing Sustainability Criteria in Filming and Film Shoots

(ICEC, 2020) of the same year.

In that same year, research focusing on novel DEI approaches to production management and
organisational change further complemented and substantially extended sustainability
discourses within the audiovisual sector. Formed in 2017 as an offshoot of BAFTA's Albert and
with the patronage of Sky, BBC Studios, ITV, NBC Universal and IMG Studios in the UK, the TV
Industry Human Rights (TVIHR) Forum examines the making of TV programmes through a
human rights lens; an approach heavily informed by the UN Guiding Principles on Business and
Human Rights (ratified unanimously by the Human Rights Council in 2011). Probing such an
investigation in its seminal 2020 report, Research into the Labour Rights of Ancillary Workers in
UK TV Production (TVIHRF, 2020), the Forum identifies the risks, adverse impacts and absence
of due diligence with respect to the labour rights of workers that provide essential services to
TV productions but who are not seen part of the crew. Such workers include people involved in
set construction and rigging, stagehands, facilities, catering, cleaning, security and transport
(Ibid, 2020:7), which, as the study finds, can be subject to an inherently unsustainable working
culture characterised by excessive working hours and poor working conditions (Ibid, 2020:5)
such as low-paid and subcontracted, temporary and insecure employment as well as unsanitary,
dangerous and physically demanding work (lbid, 2020:41). As such, the report looks beyond the

|II

long-held, “"business as usual” assumption that such working conditions are unavoidably part-
and-parcel in the production of typical TV content (which includes drama, comedy, factual
entertainment, sports and news), providing further recommendations in mitigating such
workforce risks. Of immediate relevance to the labour rights of audiovisual professionals is also
the work of the Film and TV Charity. Focusing on the mental health impacts of film production
workflows, the Charity reports in its inaugural cross-sectional 2020 report, The Looking Glass,

that approximately two-thirds of Film and TV workers have experienced depression (with the

same number of professionals contemplating leaving the industry), an alarming figure
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considering the two-in-five national per capita average of mental distress (Film and TV Charity,
2020: 5-6). At the root of this crisis, the Charity reports, lies an intensive work culture with
extremely long working hours, occasional isolation, and high incidences of bullying, which
largely remain unaddressed due to an acute sense of competition and fear of speaking out
(Ibid, 2020: 56-58). As such, and calling for a joint, industry-wide activity that has been effective
in other sectors but is lacking in screen media production, the ongoing work of the Charity, as
we will further explore, has sparked conversation, inspiring a number of professionals towards
mental health advocacy, wellbeing facilitation and executive coaching and the development of

dedicated production protocols (Wilkes et al., 2020:17).

In 2020 also, as a direct response to the COVID-19 pandemic, EU institutions adopted a
substantial stimulus package to boost the recovery of the continent named Next Generation EU
(CultureActionEurope, 2021:4). This initiative, primarily driven by its financial component, the
Recovery and Resilience Facility, has sought to allocate funds from 2021 to 2026 to EU member
states in order for them to better cope with the pandemic’s aftermath as well as make their
societies more sustainable, resilient and better equipped to meet their respective green and
digital transitions (Ibid, 2021:40). Pertinent to Italy’s Cultural and Creative Industries, such
financial injections were set to subsidise the upgrade of the historic Cinecitta Studios (an
investment of € 300 million), with great attention dedicated to the identification of “eco-
sustainable techniques and technologies for controlling the environmental impact in all phases
of the production cycle, with specific reference to plant and technological solutions for the
lighting, mobility, construction of film sets and audiovisual products” (Italia Domani, n.d.).
Furthermore, the initiative includes the enhancement of energy efficiency through state-of-the-
art installed new-generation power plants and photovoltaic panels in order to allow for a 70%
reduction of current needs, alongside an additional € 160 million subsidies for the capacity
building of culture operators in making the digital and green transition (Camera dei Deputati,
2021:103). As such, and although sustainable production and distribution are not explicitly

mentioned, they are indeed implicitly suggested within that context.
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Elsewhere in Europe, and in particular, the German-speaking world, the audiovisual industry
adopted a more decisive and informed stance on the subject of managing and curbing its
production emission, as it becomes evident from the literature generated over subsequent
years. In 2021, Gassmann'’s and Gouttefarde’s very influential report, Greening the Audiovisual
Industry: The Best Strategies and Their Costs, boldly calls for a “Green European Audiovisual

|II

Industry Deal” which, by offering savings in terms of consumption and therefore costs, and
through investments in green technologies that will create new business ventures and job
opportunities, a “Green Domino Effect” of beneficial developments will be initiated (Gassmann
and Guttefarde, 2021:8). As such, the report takes adequate stock of current figures reported by
studios and broadcasters all across Europe relating to average emissions from film production
and TV programming, calculating the costs, occasional disruptions and eventual return-of-
investment associated with pursuing the sector’s green transition. Further, it anticipates the
imperative of action by taking into account the gradual increase in distribution platforms for
Over-the-Top (OTT) services, which include service modes such as Subscription-Video-on-
Demand (SVOD) and Transactional-Video-on-Demand as well as free on-demand, besides cable
and satellite services (Ibid, 2021:19). Such an increase is proportionally correlated with both
increase in production as well as consumption (lbid, 2021), leading to a “rebound effect” that
reduces or even counteracts existing efforts (Ibid, 2021:21). In order to remediate the
environmental impacts of such an increase, and besides utlilizing established sustainable
production methods and green innovations, the authors saliently point towards the
development of appropriate legal frameworks and reporting systems extending to public
broadcasters (Ibid, 2021:40), and standardised methods of (quantitative) data collections with
regards to emissions and life-cycle cost analysis (Ibid, 2021:56), that have to be implemented
strategically at an EU level; avoiding thus an expected "“distortion in competition” for member
states imposing more demanding environmental standards than others (Ibid, 2021:8).
Furthermore such changes, the report suggests, will be difficult task, as jobs and entire
businesses depend on existing production workflows; therefore such a transition has to be

smoothly introduced (Ibid, 2021:80).
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Evidently, Greening the Audiovisual Industry makes its appeals to the wider European
audiovisual sector, which, despite significant activity, is lagging behind Germany, particularly in
areas such as the provision of audiovisual funding tied to sustainability. As a preamble to
Germany’s first ecological minimum standards (implemented as of 2022) (Heidsiek, 2022:3), The
Ecological Minimum standards for German cinema, TV, and online/ VoD productions report
(Arbeitskreis »Green Shooting«, 2021) outlines 15 production aspects with 22 specifications for
sustainability in German audiovisual sets, of which at least 17 criteria have to be met, in order for
applying productions to be awarded the Green Motion label (Ibid, 2021:3). Such criteria include
first and foremost the presence of Green Consultant on set, pre-production carbon accounting,
and a final report submitted upon completion of the project. Furthermore, the utilisation of
certified green electricity, LED lighting kits (up to 2 Kw) and recyclable batteries alongside less
carbon-intensive alternatives to diesel generators. Other criteria outlined include travel and
transportation considerations (such as opting out of domestic or international flights if available
train journeys can cover the distance for location-based shoots in less than five hours), the use
of environmentally certified accommodation, organic or locally sourced catering with
disposable tableware, in addition to paperless workflows, reusable material for sets and
costumes, avoiding single-use plastics and appropriate waste separation (Ibid, 2021:4-12). Such
requirements are further stipulated by Green Shooting's state-of-the-art study of the next year’s
100 Green Productions (100 Griine Produktionen). Putting theory into practice, the 100 German
productions (feature, TV and documentary films) participating in the study were monitored over
a two-year period (2020-2022) according to the application of the above criteria, and with a
precise scientific evaluation following afterwards (Ridenauer et al., 2020:6). The report registers
some important notions about the state of the practice: in particular the range of CO2
emissions from productions is not format-specific (e.g. film or TV) but rather context-specific
and subject to production aspects that set “the framework within which [emission] savings can
be realised”, taking further into account among others the needs of the script, filming locations,
size of the team as well as the location of sets and props, and as the frequency these artefacts

are changed (lbid, 2020: 74). Further, it adds to the controversial debate of “offsetting” carbon
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emissions from audiovisual productions, a method of compensating for greenhouse gas
emissions produced by one source (for example, a film produced in Europe) by reducing an
equivalent amount of CO2 elsewhere (e.g. by planting trees in Central America) (Kooten and de
Vries, 2013). More importantly, the study recognises that despite progress made with the
introduction of ecological minimum standards, German broadcasters will still need to revise
their objectives, while high-level policymaking will need to ensure the provision of adequate
funding for carbon-neutral technology, currently more expensive than conventional options on

offer (RUidenauer et al, 2020: 76).

A further inquiry into sustainability for studios examines the advent of newer production
workflow methods, such as Virtualisation and Virtual Production. Building on observations made
in Screen New Deal (BFI, 2020) Green Screens, Green Pixels and Green Shooting: A Report on
Virtual Production and its Opportunities for Sustainable Film Productions, a collaborative study
between the German-based Filmakademie Baden-Wirttembeg and Animations Institut,
uncovers evidentially new opportunities for more sustainable techniques. On average, the
report finds, Virtual Production consumes about a third of the energy needed for comparable
offline-rendered production techniques, such as green screens, suggesting that travel costs can
indeed be reduced through the digitisation of real sets into virtual environments such LED wall
virtual backgrounds (Helzle et al., 2022: 3-4). Beyond endorsing such newly developed
technologies for their enduring benefits to energy consumption, the authors suggest that such
developments allow for “a unique opportunity for democratisation in filmmaking”, appealing
further to the industry to reconsider its use of resources to their maximum capacities just

because such resources “are available” (Ibid, 2022:4).

Although the necessity of engaging audiences with environmental content has been addressed
previously (see Kaapa, 2018), in 2022, an increased interest in establishing a concrete baseline
point for the representation of climate storytelling can also be observed (USC Annenberg and
Good Energy, 2022). As findings from A Glaring Absence: The Climate Crisis in Virtually

Nonexistent in Scripted Entertainment (Giaccardi et al., 2022), a collaborative report between
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the University of South California’s Norman Lear Center and think-tank Good Energy Stories
categorically indicate, “climate change is largely absent in scripted entertainment”, even
though there is evident audience demand for climate portrayals” (Ibid, 2022:1-2). In the report,
such disquieting conclusions derive from the analysis of a sizeable sample of about 38,000
scripted TV episodes and films from 2016-2020, in which mentions of “climate change” related
keywords were notably missing (lbid, 2022). Based on such findings, A Glaring Absence
recommends normalising climate conversations in all genres of scripted entertainment and in a
manner that makes “explicit connections linked with local concerns”. As such, portrayals of
climate change made by scriptwriters should be authentic, providing due credence to the role
of oil and gas industries in the acceleration of the climate crisis, simultaneously attributing the
causality of weather-related, eco-disaster themes back to climate change (lbid, 2022:18). In
addition, the report suggests, it is equally paramount to uncover the intersections of the climate
crisis with issues the audiences care about, such as racism, sexism, mental health, class, war,
disability, and more; as is cultivating a sense of agency in respective audiences, in considering
their own carbon footprint (Ibid, 2022:19). Further, A Glaring Absence enlists two important
notions: the divisive politicisation of climate change and the generational propensity in tackling
it. In the first instance, we are reminded that while the climate crisis is a global issue, in the US,
such discourses engage mainly with a democratic-progressive base (Kennedy and Johnson,
2020) and in the second, such engagement is largely generational, with people born between
1981 and 1996 (colloquially referred to as “Millennials”) being more open to far-reaching

environmental policy recommendations (Funk, 2020).

In 2023, more so than in previous years and on many fronts, the concept of sustainability for the
audiovisual sector seems to be transitioning from a mere discourse into tangible planning and,
occasionally, concretely implemented practice as part of the agenda of institutional
organisations, policy networks and the industry itself, whose common objectives as we will see
often harmoniously converge. At the EU level and in the framework of executing the European
Green Deal, the European Commission’s broader strategy of “safeguarding, developing and

promoting European cultural and linguistic diversity” extends its agenda to include
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environmental objectives, as is explicitly stated in Creative Europe’s Greening of the Creative
Europe Programme (Creative Europe, 2023:8). Aiming to transform Europe into the first climate-
neutral continent, the European Commission’s cultural arm, Creative Europe, considers the
allocation of responsibilities to its funding beneficiaries such as the “greening” and reporting of
practices and procurements, a rather progressive step considering that neither beneficiaries (or
the Commission itself) had to report such efforts in the past (Ibid, 2023:31). Consequently, the
Programme takes stock of the progress made in this area, pinpointing strengths, weaknesses,
potential prospects and challenges. For a start, it acknowledges the strong willingness and
readiness among policymakers and practitioners and the broader societal call for greater
sustainability, engaging in grassroots, bottom-up initiatives, projects, guides and resources in
the promotion of sustainable practices (Ibid, 2023:14). However, this process is marked by
significant challenges, such as the costs associated with sustainable procurement and
acquisitions of materials and the lack of capacity training, for both beneficiaries and the relevant
authorities that assess their funding applications (Ibid, 2023:14-15). Furthermore, a lack of
overarching coordination among existing initiatives and systematic exchange of best practices
potentially bears the risk of duplicating and, therefore, complicating existing efforts to make
Europe’s cultural and audiovisual sectors greener. Within this oversight, the shortage of data
pertinent to sustainability efforts of Europe’s wider Cultural and Creative Industries further
undermines the capacity of the Programme’s ability to track progress in the medium to long
term (lbid, 2023:14). Furthermore, and in the aftermath of Covid-19, the report highlights the
danger of an upcoming economic recession, an anticipated downturn likely to be exacerbated
by soaring energy prices but also heightened geopolitical tensions deviating the attention from
the environment, towards security policy and defensive capacity, as well as financial and
humanitarian assistance in support of Ukraine (Ibid, 2023:16). As such, the Creative Europe
Programme anticipates an organic, gradual progression of different paces (Ibid, 2023:18), where
continuous monitoring and research will play a key role, in addition to a combination of

incentivised bottom-up and top-bottom approaches (lbid, 2023:19).
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On a more localised level, in 2023, the Italian Ministry of Culture announced the first instance of
subsidies related to “activities and initiatives for cinematographic and audiovisual promotion”
subject to sustainability compliance (Ministero della Cultura, 2023). Under Article 27 of Law
No.220 of 2016-Year 2023, and with the purpose of strengthening film and audiovisual culture as
well as Italian cultural identity and cohesion at both a national and international level, film and
other audiovisual festivals can, upon successful evaluation, receive subsidies with the proviso
that besides their quality, festival projects have to carry out environmental sustainability
commitments (Ibid, 2023:4-8). Among an extensive list of guidelines, such commitments include
the promotion and use of public transport as a means of travelling to domestic festival
destinations and the calculation of residual CO2 emissions from the festival activities, followed
by a concrete plan to offset them. Furthermore, a marked reduction in the number of printed
materials such as programmes, catalogues, flyers, brochures and postcards, with a view to
combating paper waste generation and the procurement of FSC, PEFC, European Ecolabel or
other equivalent alternatives, alongside a marked preference for digital communication,
information, promotion and ticket admissions; all situated in renewable structural facilities that
can be reused in future festival editions. Further, beneficiaries should also comply in areas such
as waste separation, food sustainability (defined as a preference for local, small to medium-
sized suppliers certified with Environmental management systems), as well as awareness-raising
and capacity training for festival organisers and staff (Ibid, 2023:26). Such minimum
environmental criteria were developed and promoted in 2021 as the Green Festival Project by
AFIC (Associazione Festival Italiani di Cinema) The Association of Italian Film Festival and
eventually petitioned in 2022 as Green Festival Guidelines to relevant authorities, such as the
Italian Ministry of Culture and Ministry of Ecological Transition, culminating towards the

legislative shift of 2023 (AFIC, 2022:2).

Concurrently in the same year, BAFTA’s Albert is revisiting its seminal 2020 publication of The
Screen New Deal, translating its vision for sustainable efficiency, flexibility, user-centricity and
shared infrastructures into six key areas of operations - Climate, Circularity, Nature, People,

Management and Data. In its novel Studio Sustainability Standard (Albert and ARUP, 2023:2). In
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the interim of both publications, Albert conducted a pilot study with participating UK-based
studios such as BBC Studio Works, Sony Pictures, Warner Brother Levensden, 3 Mills Studios
and IMG, among others, testing the feasibility of its 2020 proposal with overall satisfactory
results (Ibid, 2023:4-6). Apart from typical considerations common to all sustainability standards,
such as emission, energy, material use and waste reduction, Albert’s Studio Standard broadens
its environmental focus, intrinsically linking it with social objectives, such as the cognitive and
emotional well-being of people using the studio sites, through policy, programme and design
strategies such as mental health first aid services and child care provision (lbid, 2023:23-24). This
comprehensive approach is heavily informed by the UN Sustainable Development Goals, which,
in turn, inform and organise the areas of action suggested in the Standard (Ibid, 2023:10).
Furthermore, within the same year, Albert published its Biodiversity and the Screen Industries: A
Guide for Productions, whereby the impact of production workflows is examined through a
biodiversity lens. This view promotes an inherently eco-centric understanding of land use
change, over-exploitation of material resources and pollution during audiovisual productions,
taking into account both how indirect (Scope 3) emissions contribute to habitat change,
vegetation damage and deforestation (Albert, 2023:10-13) while also considering the
representation of biodiversity itself, as is portrayed on screen. As such, the guide appeals to
producers not to film at sites that may be impacted negatively by increased visitors and to avoid
disclosing filming locations while simultaneously using the opportunity to promote the
protection, recovery, and restoration of biodiversity of the locale utilised. In carefully planning
these aspects, the guide suggests enlisting the consultation of experts, local communities and,

when relevant, knowledge holders from indigenous and First Nations (lbid, 2023:15).

Simultaneously, in 2023, novel DEI perspectives about bridging the audiovisual sector’s diversity
divide with tangible solutions specifically targeting the full inclusion of Deaf, Disabled and
Neurodivergent talent have been gaining ground. Formed as a direct response to the
campaign by Underlying Health Condition in the UK and with the backing of 10 high-profile
industry partners such as the BBC, Channel 4, Disney, ITV, Paramount and Sky, the TV Access

Project proposes in its Roadmap to Full Inclusion (2023) a framework of addressing the
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exclusion of disabled talent, with mitigation strategies that contribute towards the creation of a
workplace culture where disability is accepted and celebrated in the UK sector by 2030 (TAP,
2023a:1-3). Operationally, this framework builds from a number of influential discourses, such as
Oliver's (2013:1) Social Model of Disability, which essentially argues that people are not disabled
by their impairments but rather by the disabling barriers they face in society and, further, by the
very influential UN’s Convention on the Rights of Persons with Disabilities, which views disability
as an evolving (and therefore, not static) concept that is to be mainstreamed as an integral part
of Sustainable Development (UN CRPD, 2006:2). Thus, among an extensive list of structural
changes, the TV Access Project calls for adequate and consistent access to grants for the
development of sustainable mobility in production spaces (lbid, 2023a) and the introduction of
new production roles ensuring a just and inclusive transition, such as Commissioning Access
Leads as part of Creative Diversity teams, Access Coordinators, Support Workers and

Facilitators and Disability Script Consultants (Ibid, 2023b).

In the form of a conclusion to all previous discourses analysed, a more recent addition to the
literature includes the contribution of the UN-backed initiative Entertainment and Culture for
Climate Action (ECCA). Founded in 2023 with the underlying principle that the Entertainment
and Cultural sector "possesses valuable expertise in cultural and narrative strategy” in audience
engagement towards ambitious climate and sustainability initiatives, ECCA explicitly frames the
need for both relevant, sustainable content and audiovisual production methods in the context
of the United Nations Global Climate Action agenda (ECCA, 2023:1-2). As such, the initiative
extends its invitation to various industry stakeholders, which include production companies,
studios and broadcasters, film commissions, festivals and policymakers, educational institutions,
trade associations, labour unions and guilds, as well as activist and grassroots organisations and
non-profit foundations (ENZA, 2023:3-4). Current signatories of ECCA’s Accord (which exceeds
430 at the time of this writing) are expected to implement at least five of its Climate Action
Pathways (lbid, 2023). Subject to reporting transparency procedures and practices submitted in
the UN'’s Framework Convention on Climate Change (UNFCCC) Data Portal, such Pathways

include 1) net-zero commitments in the production of audiovisual material and its constituent
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value chains, 2) the use of storytelling in interdisciplinary arts in catalysing climate action and
awareness among audiences, 3) the preservation and regeneration of biological diversity
through more responsible industry planning, 4) the acceleration of knowledge-sharing with the
creative industries and 5) the promotion of widespread climate action through mitigation and

adaptation strategies at local, national and global levels (Ibid, 2023).

3.2.5 Summary and Discussion

Clearly, as a starting point, the research gap in the development of academic literature focusing
on the ltalian sector has to be addressed, with just a mere few publications that register the
investigation of such activity in Italian production (see Chiarini and Khedarchi, 2018; Christophe,
2021; Di Bianco,2022; Formenti, 2022) and distribution (Cessaro, 2022) contexts, with a further
study (Cucco and Richieri, 2021:55-56) pointing towards the role of film commissions in the
domestic sector’s sustainable transition. Similarly, in the literature generated by the industry
itself, existing references around sustainability in the Italian sector, while few and far between,
are largely descriptive, bulletin-style and non-in-depth (see CineRegio, 2015; Green Film
Shooting, 2016; CineRegio, 2017; Green Film Shooting, 2017 and 2018; European Audiovisual
Observatory, 2019; CineRegio, 2020) and with a relatively narrow focus on the more visible
initiatives (indicatively, Green Film, EcoMuvi and Sardegna Film Commission) leaving out other

contemporary developments on domestic grounds, which are examined here extensively.

Then, from the existing literature, we can initially identify a group of distinct context-specific
approaches: academic contributions ranging from theoretical film ecocriticism perspectives of
audiovisual productions to ecomaterialist readings of how such productions are made
procedurally, emphasising the impact on the environment contexts they are produced. The
literature generated from the industry itself evidently leaves room for more observations,
particularly when considering the development of discourses in a chronological fashion: from

initial awareness to contemporary practices that gradually become more strategic, especially in
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the context of milestone practices such as sustainable protocols and reporting mechanisms. In
addition, literature produced by policy networks and institutions related to the audiovisual
sector and the Creative and Cultural Industries underscores the transition (or necessity) from
voluntary actions to more concretely, policy-driven initiatives relating to emissions and waste
reduction, energy efficiency and often the promotion of social inclusion and more ideal labour

conditions.

Considering the more advanced, thorough and strategic vision of A Screen New Deal (Albert
and Arup, 2020) and its subsequent realisation through the Studio Sustainability Standard (lbid,
2023) as prime reference points against which all other activities and strategies can be
benchmarked, further discrepancies can be observed, with the first being disproportionality. As
is evident from the literature, the development of the practice is uneven in terms of scale, pace
and action in strategic implementation but also in terms of focus, with sustainability in
production being more pronounced than its distribution counterpart. A second observation is
that, by the time of this writing, the buy-in for sustainable production appears to be greater for
established, private, big-budget production companies and studios, major broadcasters and
multinational media corporations as part of their CSR agendas than for independent, small to
medium enterprises (SMEs) operating in the audiovisual industrial district. Aside from the
necessity for “rapid and far-reaching transitions across all sectors” in reaching climate targets
(IPCC, 2023:28), this is an important observation since SMEs and the independent production
sector in general, working on a film-by-film basis, are more often subject to regional and state

subsidies for the development of their activities (Teichmann and Murschetz, 2018:60).

Thirdly, a pronounced need for sector-specific practical training can be observed (see Interreg,
2018; Gassman and Guttefarde, 2021; Creative Europe, 2023) that is not currently
accommodated in film and media production curricula offered at a higher education level, that
is, excluding selected German institutions such as Filmakademie Baden-Wirttemberg
(Filmakademie Baden-Wirttembeg and Animations Institut, 2022: 3-4). The argument here is

that whether the object of (higher) education is perceived to stand for the preparation of

70



students for the workforce, the incubation of entrepreneurial projects, the production of
scientific discoveries useful to governments and industries or the promotion of social justice and
other projects beneficial to society (Goetze, 2019: 4,13), a new social contract for education in
line with the times, addressing climate, environmental and social issues is now required,
whereby accommodating ecological, intercultural and interdisciplinary learning, will be of help
to students in accessing and producing knowledge simultaneously with building their capacities
and critical skills, according to UNESCO (2021:64).

Beyond discrepancies, distinct approaches, which in subsequent stages can be assembled and
synthesised as propositions for industry best practices, need to be addressed. For a start, a
common consensus on what constitutes “sustainability” in the audiovisual sector can be
observed in the plurality of available resources. As part of standardised protocol norms, this
shared understanding begins with the management and reduction of emissions, resources, and
waste in production and distribution settings, progressing to raising awareness through content
and (often) achieving social impact. Navigating the path towards those objectives, the literature
presents us with a distinct number of focal points. These range from the global and broad (i.e.
the promotion of a shared vision, organised principles and blueprint for action, as in the case of
ECCA) to the local and specific (i.e. community-customised approaches from regional film
commissions, such as the cases of Trentino, Barcelona and Catalunya Film Commissions; also
bringing notions of territorial development and sustainable tourism into the picture).
Subsequently, we also observe a distinct emphasis on technology and green innovation in
production workflows (Green Film Shooting, Filmakademie Baden-Wirttemberg ) and digital
distribution (see Marks and Przedpetski), the establishment of infrastructure and the
management of procurement (BAFTA's Albert and Green Screen) and organisation change
(Albert, European Women Audiovisual Network, Film and TV Charity, TV Industry Human Rights
and The TV Access Project). In turn, such approaches have been so far implemented in a
voluntary, self-regulated fashion (which is largely the case; see Gassmann and Guttefarde,
2021:6), occasionally incentivised through selective funding criteria set by regional film

commissions (European Audiovisual Observatory, 2019:81), and, as of recent, strict requirements
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whose compliance is enforced on a state level in Germany (see Arbeitskreis Green Shooting,

2021:3).

In view of the identified gaps and approaches presented, several critical points and implications
for the direction of this study emerge. To begin with, there is a need to establish, consolidate
and thoroughly register all previous knowledge pertinent to sustainability norms for the Italian
audiovisual sector, alongside embedding a brief overview of similar activity on a global scale.
Treating the “national” and the “international” domains as interlinked, communicating vessels
and in anticipation of future developments from such an interaction, a bilateral comparative
analysis in the present study will aim to uncover how the (evidently) more advanced global
trends are mirrored or diverged within the Italian sector and, in turn, how successful examples
from lItalian sector-related initiatives feedback and cross-fertilise global ones. Within this
analysis, the perception, vision and experience of implementing sustainability among screen
media professionals, academics and policymakers will be examined, as will the integration of
standardised practices in audiovisual production workflows through the triple-bottom-line lens
of Sustainable Development, promoting thus an understanding of how environmental
objectives intersect meaningfully with societal drives and occasionally, economic

considerations.

Further, the scope and application of sustainable protocol norms themselves and the role of
those who implement and report on them (e.g. sustainability managers), as well as those who
legitimatise and assess (certifying authorities, film commissions and audiovisual funds) such
activity, will be investigated in-depth to discover the shared challenges, barriers and
opportunities between domestic and international industry settings. Moreover, understanding
the pivotal role that relevant institutions have in the audiovisual sector’s green transition, the
function of (selective or mandatory) environmental criteria, and green public procurement
schemes as part of Italian cultural funding mechanisms will be examined, as will the sector’s
efforts overall alignment with the environmental agendas of supranational (such as the

European Union) and international (United Nations) organisations. Finally, in attempting to
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answer just how invested the Italian audiovisual sector is in its own green transition, this
research will provide an aggregate picture of the adoption rates of sustainable production
protocols by Italian and ltalian-based productions that applied for sustainable certification for

the year 2023, contrasting this number against overall domestic production.

Combined findings from all of the above will serve a dual purpose: 1) to provide a set of
actionable insights, propositions and industry-endorsed solutions in development, pre-
production, production, post-production and, to an extent, distribution workflows, as well as
sector-specific events (e.g. film festivals and awards) through the use of existing protocols,
available technology and (when appropriate) funding opportunities in the Italian audiovisual
sector. Further, 2) to provide an outline for a proposed framework of sustainable production
study and training package targeting the capacity building of further media professionals that
can be accommodated in Italian Universities as part of existing film and media production
curricula. In fulfilling both purposes, the study will address the disconnect between all
stakeholders in this conversation: industry, academia and public institutions offering

recommendations towards an enhanced trilateral cross-collaboration.
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4. The Historical Backdrop of Sustainable Development: A Timeline Overview of

its Policies, Processes, and Initiatives

4.1. Introduction

For a thorough analysis of audiovisual production through the lens of sustainability, we posit
that it is critical to establish a theoretical framework that examines how “sustainability” is both
understood and referenced by the audiovisual sector, particularly with the advent of sustainable
production protocols and consultancy globally as well as in Italy. And even though we can argue
that material considerations of production resources in audiovisual production settings
comprise, managerially, secondary objectives (see Kaapa, 2018: 27 and 89), with the first
objective clearly being the production of the content itself, we further posit here that often such
practices expand the scope of audiovisual content production by linking, attributing and
aligning the sector’s established industrial practices to the work of wider institutions and policy
networks, such as the European Union and the United Nations, whose vision, objectives and
value-driven approaches frame the conversation on what new development agendas and plans
of action are in the context of sustainability (Ala-Uddin, 2019:2). Towards this, as proposed by
Schmieg et al. (2018:785), “the idea of sustainability is intrinsically normative”, with normative
orientations of what constitutes sustainability guiding and informing objectives and processes
on the macro-level (transnational institutions, humanity and the planet), the meso-level (nations
and societies) and (in our case), the micro-level (subnational [commercial] organisations and

individuals) (Ibid, 2018:789).

In order to facilitate this discussion, we will first provide a broad yet brief historical overview of
how the concept of environmental sustainability evolved over time globally through an
accounting of the conferences, reports, influential policies, management systems and reporting
mechanisms that shaped it; occasionally taking a pause and expanding the discussion on

pivotal milestones, such as the work of the Brundtland Report (1987), the work of the IPCC
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(1988-), the United Nations’ Sustainable Development organising principles (adopted 2015), the
Paris Accords international treaty (adopted 2015), The European Green Deal set of policy
initiatives (adopted 2019), and within that, the NextGenerationEU and the Strategic
Interventions of the National Recovery and Resilience Plan (in effect as of 2021) along with the
introduction of Corporate Sustainability Reporting Directive (in effect as of 2024). Subsequently,
in a later segment of the study (see section “Literature Review"), an in-depth discourse analysis
of how the Audiovisual sector has normatively engaged with the concepts of sustainability

discussed below, further anchoring its operations and rationalising its efforts will be provided.

4.2. Early Environmental Awareness, Movements and Policies

During the late 1960s, in what has been a pivotal moment for international environmental
politics (RCCESP, nd) , an ecological Sustainable Development as a concept was first made
implicit in the UNESCO Intergovernmental Conference for Rational Use and Conservation of
the Biosphere held in Paris, 1968, with all prior efforts to the Conference focusing primarily on
physical sciences and biological issues but in a manner decoupled from ecology (Caldwel and
Weiland, 1996:34). Simultaneously, the public's perception of responding to environmental
vulnerabilities en masse, as well as its demand for industrial and social reformations to combat
such issues, can be traced back to the environmental movements of the New Left, where, owing
much to the postwar economic boom, millions of children grew up in settings designed to be in
harmony with nature (Rome, 2003:543). In 1969, the US National Environmental Protection Act
(NEPA) was the first legislation to address the need for "the identification and development of
methods and procedures and their consideration as amenities in environmental decision
making" (NEPA,1969:2), acting as a precursor to what is now known as Environmental Impact

Assessment across the world (Yang, 2019:528).

The further impetus towards this direction was provided by the 1970s Energy Crisis, which

brought an alarming realisation of just how dependent industrial societies were on fossil fuel
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energy; as a result to which environmental pressure groups amplified their voices, encouraging
changes in behaviour alongside the state sponsorship of alternatives (Rapid Transition Alliance,
n.d.). Adding to this backdrop, the 1972 United Nations Conference on the Human Environment
held in Stockholm promoted two opposing yet interlinked perspectives: 1) the
acknowledgement of the human impact on the biophysical environment, emphasising the
importance of controlling pollution and the conservation of resources, towards which 2)
discrepancies in social and economic development were identified as the real issue; therefore
advancing the notion that environmental protection constitutes an essential element of
socioeconomic development (Caldwell and Weiland, 1996:64), to which lifelong education in
environmental matters is essential in fostering “enlightened opinion and responsible conduct
by individuals, enterprises and communities” (UN, 1972:5).The implicit connection between
education and environmental stewardship was further clarified in the proceedings of the Thilisi
Declaration, held in Tbilisi, former USSR, whereby the concept of Environmental Education,
integrated both in formal and non-formal educational settings, was introduced as both timely

and essential (UNESCO,1977:12).

4.3. The Brundtland Report, the Intergovernmental Panel on Climate Change and ISO

While numerous other United Nations conferences contributed to the debate over the following
years, it was in the 1980 World Conservation Strategy report that the term “sustainable
development” was first introduced (Moldan et al., 2020:1). Prepared by the International Union
for Conservation of Nature and Natural Resources (ICN) with the cooperation of United Nations
Environmental Programme (UNEP) and the World Wildlife Fund (WWF), the report elaborates
that for development to be sustainable “it must take account of social and ecological factors, as
well as eco-economic ones; of the living and non-living resource base; and of the long-term as
well as the short-term advantages and disadvantages of alternative actions” (IUCN et al,
1980:18). This broad conceptual groundwork culminated in the World Commission on

Environment and Development's seminal Brundtland Report Our Common Future, where
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Sustainable Development, defined as a “development that meets the needs of the present
without compromising the ability of future generations to meet their own needs” (WCED,
1987:15), is established as the dominant discourse on sustainability, to which all subsequent
discussions are grounded and trace their origins to (Barkemeyer et al., 2011: 2). Concurrently,
and in recognising the importance of connection and coincidence, Our Common Future
situates its relevance on account of the three major environmental disasters that at the time also
marked the world, such as the Bhopal Industrial Gas Disaster (India, 1984), the Sandoz Chemical
Spill (Switzerland, 1986) as well as the Chernobyl Power plant Disaster (USSR, 1986) (lbid,
1987:8), whose international attention further added to public awareness, putting industrial

processes critically further under the spotlight (WCED, 1987:156).

As such, driven both by legislation aimed to prevent and control environmental impacts and,
within that, the companies’ own need to leverage compliance to such rules as a marketing tool
(Martinic, 1997), and coupled with the necessity of cost reductions and meeting the overall
requests of customers (Weil3 and Bentlage, 2006: 86), along with increased environmental
activism impacting consumer awareness (Martinic, 1997), 1987 also witnessed the expansion of
conformance assessment initiatives related to socio-environmental impacts, by voluntary
standard-setting bodies, exemplified by The International Organization for Standardization
(ISO). While ISO commenced its work in 1947, it wasn't until the late 80s that the organisation
shifted its focus towards the certification of management practices related to social and
environmental governance and regulation rather than merely emphasising technical
specifications for products and materials (Cadman, 2011: 75) with the publication of ISO 9000
family of quality management system and standards and leading to the subsequent
development of ISO 14000 series of environmental management system standards (EMSs) in
1996. For ISO, sustainability constitutes the “ability to maintain or develop long term
performance” in areas such as business (economic and financial) sustainability, environmental
sustainability and social responsibility, whose successful implementation can be further aided by
sets of certifiable and guidance standards developed by ISO (Ceko, 2023: 151). Simultaneously,

ISO-adopting organisations were seen as "leaders in building the “technical infrastructure” for
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“sustainable development” in the manner codified by the UN (Murphy and Yates, 2009 p.47),
while ISO itself was at times seen as alternative or complementary to the (perceived) ineffective

governance associated with the UN (Ibid, 2009: 68).

All such developments further advanced the need for operational assessment and mitigation of
the anthropogenic impact on the environment, towards which the creation of the
Intergovernmental Panel on Climate Change (IPCC) was key. Founded in 1988 as a joint effort
between the United Nations Environmental Program (UNEP) and the World Meteorological
Organization (WMO) (IPCC, n.d.:1), the IPCC has ever since served the comprehensive,
objective, open and transparent assessment of scientific, technical and socio-economic
information relating to human-induced climate change by analysing its potential impacts while
designating relevant options towards its adaptation and mitigation strategies (IPCC, 2013: 1).
Considered as the most complex and extensive scientific undertaking of the United Nations
(Breidenich et al., 1998: 316), the overall work of the IPCC has been to this day influential both
on how discourses of climate change are perceived globally, as well as further embedding
climate change in international agendas; accelerating the development of strong climate
research communities and global climate politics guiding the proceedings of the 2015 Paris
Agreement (Hermansen et al., 2023: 1). Consisting of three working groups (WG, henceforward),
whereby WG1 examines the physical science behind climate systems and their change, WG2
assesses climate impacts on nature and the economy, while WG3 focuses on mitigation of
climate change and the prevention of greenhouse gas emissions (IPCC, nd), the panel has
published six influential Assessment Reports: First Assessment Report [FAR (1990)], Second
Assessment Report [SAR (1995)], Third Assessment Report [TAR (2001)], Fourth Assessment
Report [AR4 (2007)], Fifth Assessment Report [AR5 (2014)] and the more recent Sixth Assessment
Report [AR6 (2021)] (IPCC, 2018:1-2). All such Assessments alongside other IPCC supporting
publications, as Vasileiadou et al. (2011) suggest, have established themselves as authoritative
sources of climate change knowledge, not only in disciplines closely studying the phenomenon
of climate change (e.g. Meteorology) but also in further disciplines, as well as wider debates on

social and policy issues (Ibid, 2011: 1052-1059). The next year also saw the emergence of the
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voluntary carbon market as a concept, with the first carbon offsetting project taking place in
1989, whereby an agriforest was financed in Guatemala as compensation to a coal-fired power
plant built in Connecticut, USA (Smoot, 2022). In the same year, the fall of the Berlin Wall, the
subsequent disintegration of the Soviet Union and the end of the Cold War brought about
considerable optimism about the world's future. To quote Clémencon (2012:313), "many hoped
that a peace dividend would allow the world to turn its attention to long-term development and
environmental problems". Hence, incoming initiatives had substantially more consolidated

agendas.

Looking towards operationalising the global solutions for environmental and developmental
problems addressed in 1987’s Brundtland Report, the subsequent United Nations Conference
on Environment and Development in 1992, also known as Agenda 21, was held in Rio de
Janeiro, Brazil. In Agenda 21, the successful implementation of global objectives is delegated to
national governments, whose localised plans, policies, and processes will, in turn, cooperatively
supplement the global effort in tackling problems of social, environmental and economic nature
(UN, 1992:3). As such, a key component in the Agenda enlists the idea of building international
consensus through a “Local Agenda 21", in which local authorities in each country consult with
citizens from local, civic, community, business and industrial organisations, formulating optimal
strategies for resolving global challenges (lbid, 1992:285). The following year, the Clinton
Presidency in the US, with renowned environmental activist Al Gore as acting Vice President,
solidified various other efforts related to the environment through several national and
international initiatives. To quote Nie (1997:39), "By making the economy the litmus test of his
presidency,” Clinton sought to tackle environmental problems in a new and much more
efficient economic manner, advocating for an environmental and economic symbiosis (Ibid,

1997).
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4.4. The Kyoto Protocol, the Global Reporting Initiative and the Millennium Development

Goals

In 1992, the United Nations Framework Convention on Climate Change (UNFCCC) international
treaty held in Rio de Janeiro acknowledged the observed significant increases in atmospheric
greenhouse concentrations due to anthropogenic factors, addressing the adverse effects of
climate change on both natural ecosystems and human societies (UN, 1992: 2, 33). In doing so,
the UNFCCC further conceded that its 197 ratifying countries share common but differentiated
responsibilities, meaning that each country was expected to reach different context-specific
emission-reduction targets and relevant reporting through its general actions (Oberthir and
Ott, 1999:318). More importantly, the UNFCCC set the groundwork for the subsequent Kyoto
Protocol, the world's first legally binding mandate to reduce carbon dioxide and greenhouse
gas emissions (Breidenich et al., 1998: 315). Held in 1997 in Kyoto, Japan, at the heart of the
Kyoto Protocol lies the joint commitment of industrialised countries to curb their emissions by at
least 5% below 1990 levels for the years 2008-2012 (Oberthir and Ott., 1999:113). Concurrently,
in the same year, another significant development was the formation of the Global Reporting
Initiative (GRI, henceforward), which provided the first global standards for non-financial,
sustainability, corporate social responsibility and environmental, social and governance
reporting on issues such as climate change, human rights and corruption. Founded in response
to the public concern following the Exxon Valdez oil spill eight years previously (GRI, 2022:1),
the GRI built upon the existing US financial reporting structure FASBI, expanding its “reach
(global), scope (social, economic and environmental performance indicators), flexibility
(descriptive and quantitative indicators), and stakeholder base (industry, the financial sector, the
accounting profession, civil society, environmental and human rights NGOs, organised labour,
and others)” (Brown et al., 2009: 571). Central to the Initiative’s reporting framework is the
concept of materiality, a principle that considers the mere identification of “financially material
(or material to enterprise value)” matters as incomplete unless the organisation has first
identified their material impacts in the context of Sustainable Development (GRI, 2021: 4). Then,

in a manner akin to financial reporting, materiality entails that an organisation must carry out
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auditing practices, filtering and validating information 1) attesting to its impact on society and
the environment, further identifying 2) the manner via which such conduct affects present and
future stakeholder needs (Calabrese et al., 2018: 1018), assessments and decisions (Garst et al.,

2022: 65).

In 2000, the United Nations Millennium Summit took place in New York. During the Summit,
eight international development goals for 2015 were addressed, ensuring the commitment of all
191 member states to their accomplishment. Primarily focused on developing countries, to
which the developed world provided solidarity through finances and technology (Sachs, 2012:
2207), the Millennium Development Goals (MDGs, henceforward), as they came to be known,
aimed to address extreme poverty and hunger, ensuring universal primary education, the
promotion of gender equality, reduction of mortality rates and tackling major diseases
alongside ensuring environmental sustainability (UN, 2015: 4-8). Essential to this objective-
setting agenda was the idea that all targets embedded in the MDGs were causally related to
one another and that no one goal could be looked at in isolation from the others; thus, a robust
and insightful analysis must acknowledge this interdependency (McGillivray, 2008: 2). This
understanding has been key towards the development of the Sustainable Development
framework and its associated Goals (SDGs), which resumed the work of MDGs past their expiry

in 2015 (Biermann et al.: 2017:1).

4.5. The Sustainable Development Goals

In a normative sense, the salient point that the Sustainable Development paradigm registers is
the acknowledgement that sustainability is, by necessity, balanced and holistic: rather than a
mere “green” or environmental concern; as Morrissey and Heidcamp (2022:1) point out, “the
social and economic dimensions are key for societal stability and continuity”. As such, in its
preamble, the 2030 agenda of Sustainable Development pledges its strong commitment to

eradicate poverty while healing and securing our planet by way of 17 Sustainable Development
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Goals (henceforth SDGs), globally interlinked, and a further 169 subset targets (UNGA, 2015:1),
developed to integrate social well-being alongside the environment’s biophysical growth
boundaries (Biernmann et al., 2017:216). Developed after decades of work and adopted by all
193 members of the United Nations, the SDGs are central in the contemporary literature on
sustainability (Purvis et al., 2018:2), with overarching aims that, according to Griggs (2014: 49),
can be summarised as “poverty elimination, sustainable lifestyles for all, and a stable, resilient
planetary life-support system”. Underpinning such aims, the UN's organising principles
specifically consist of 4 Goals about the Environment, such as Clean Water and Sanitation (SDG-
6), Climate Action (SDG-13), Life Below Water (SDG-14) and Life on Land (SDG-15), followed by
8 Goals about Society which include No Poverty (SDG-1), Zero Hunger (SDG 2), Good Health
and Well-being (SDG-3), Quality Education (SDG-4), Gender Equality (SDG-5), Affordable and
Clean Energy (SDG-7), Sustainable Cities and Communities (SDG-11) and Peace, Justice and
Strong Institutions (SDG-16). These are succeeded by 4 Goals about the Economy such as
Decent Work and Economic Growth (SDG-8), Industry, Innovation and Infrastructure (SDG-9),
Reduced inequalities (SDG-10) and Responsible Consumption and Production (SDG-12), and
one further, standalone Goal, Partnership for the Goals (SDG-17), underlying the fact that such
commitments can only be realised through strong international partnerships and collaboration

(UNGA, 2015:1).

However, while broad and ambitious as statements, the 17 established SDGs remain purposely
unspecific and vague to include all populations and ensure their flexible applications in all
international settings, allowing for a broad interpretation yet possibly “weak implementation”
(Biermann et al., 2017: 26-27). Besides such an equivocal outline, several other challenges
present themselves, such as the lack of consensus on what Sustainable Development is on an
operational level (Young, 2017: 138), the inherent contradiction of reconciling economic growth
with socio-environmental objectives (Robinson, 2004: 369) and delivering climate change
mitigation simultaneously with adequate levels of development and poverty alleviation
(Morrissey and Heidkamp, 2022:262). Further, and perhaps more importantly, is the notion that

sustainable development and sustainability (used here interchangeably) are subject to diverse
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interpretations by different stakeholders, people and organisations (Robinson, 2004: 373). As
such, over time, and through the lens of various disciplines, many model typologies used for the
representation and study of sustainable development have been proposed (Todorov and
Marinova, 2009: 1217), the most widespread of which is the Triple Bottom Line model (TBL).
Within the TBL approach, sustainability is positioned at the intersection of three dimensions
(economic, social, and environmental), represented visually either as pillars, embedded circles
or as a Venn diagram with three overlapping circles (Ibid, 2009). Among these, the three-pillar
pictorial representation has been explicitly embedded in the formulation of the 17 SDGs (Purvis
et al., 2018:2). However, despite their commonplace mentions in the literature, the three pillars
are not universally regarded (Ibid, 2018: 4). As Todorov and Marinova (2009: 1219) point out,
due to their inherent “methodological eclecticism”, such approaches are based on shorter
trends rather than long-range intergenerational needs, and their dimensional fragmentations
prevent from a holistic perspective. As such, many other attempts at conceptualising
sustainability via the inclusion of a fourth or more pillars (Purvis, 2018:6) are distinguished,
proposing a broader, transdisciplinary convergence between multiple dimensions (Kopfmdiller,

2011:2).

Adding further to the complexity of the debate is the fact that Sustainable Development, its
objectives and targets as expressed through the SDGs comprise political goals and not legal
rules (Kim, 2016:16). Although the Goals are grounded in international law, they are not legally
bound; with the United Nations General Assembly who established them carrying no legal
capacity to enforce the Goals and equally, the nations that adopted them have no legal
obligation in following suit towards their implementation (Biermann et al., 2017: 26). As such,
the Goals remain a voluntary device to be implemented at the discretion of their adopting
countries, who have the sovereign right to integrate the SDGs according to their national

priorities (UNGA, 2012: 43).
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4.6. The Paris Agreement

The second normative paradigm observed regarding how sector initiatives (individual
professionals, studios and alliances) frame and justify their operations is decisively more climate-
centric, drawing its discourses from the 2015 Paris Agreement and the work of the United
Nation’s Intergovernmental Panel on Climate Change (IPCC). Finalised the same year with UN
SDGs, the Paris Agreement (also called The Paris Accords) is a legally binding international
treaty shifted from the top-down Kyoto Protocol mandate, adopting a bottom-up, country-
driven implementation process (Brandi et al., 2019:4), constituting an opportune moment in
climate diplomacy, where 195 of the world’s governments, for the first time in history,
negotiated a mutual policy on climate action (Obergassel, 2016:3). When viewed comparatively,
it becomes evident that both The Paris Agreement and the 2030 Agenda promote policies that
Kuyper et al. (2017) conceptualise as "hybrid multilateralism”, merging the work of both state
and non-state (civil society and social movements) actors, but also economic (business and
trade unions) and subnational or substate actors (regional local governments, cities and
municipalities). While the Agreement is a legally bound treaty in the context of international
law, spelling out compliance to legal obligations for its signatory parties, operationally, it entails
a mix of both mandatory and non-mandatory provisions relating to its parties’ mitigation
strategies (Bodansky, 2016:1-2). As such, the main mandatory long-term goals for all signatories
include 1) the substantial reduction of global greenhouse gas emissions to maintain global
temperature increases to well below 2°C, gradually limiting 1.5°C above pre-industrial levels, in
the understanding that such an achievement will significantly reduce the risks associated with
climate change (UN, 2015:3). Central to achieving this objective is to 2) periodically assess the
collective progress via each party member’s state National Determined Contributions (NDCs),
which also correlate operationally with SDG targets regarding land use, food, energy and water
(Brandi et al., 2019:10) and are meant to be transparently communicated every five years from
the start of the Agreement in 2015 (UN, 2015:5-6). Underpinning both goals, a further third goal

acknowledges the provision of scaled-up 3) financial resources in support of the signatory
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developing countries’ mitigation strategies, strengthening their resilience and building their

adaptation capacity to climate impacts (lbid, 2015: 5, 13).

As discussed previously, both the Paris Agreement and the scientific output of the IPCC that
underpins it are primarily environmental discourses. In the first instance, while in the
Agreement, the “social pillar” of sustainability is explicitly mentioned in its preamble in the form
of human rights alongside additional references to sustainable development in its operative
provisions, such mentions have received criticism of failing to incorporate adequately human
rights in what constitutes a legally bound treaty (Galvao Ferreira, 2016: 3). One such criticism
levelled at the IPCC was made by the Inter-American Commission on Human Rights (2016)
posits that climate change has a social aspect to it inherently; with consequences such as
deaths, injuries and displacement of individuals following natural disasters and extreme weather
events such as frequent tropical cyclones, tornadoes, heatwaves and droughts being traced
back to climate change (IAHR, 2015). In contrast, such an understanding is more pronounced in
the second instance, with IPCC's acknowledgement that achieving sustainable development,
the eradication of poverty and reduced inequalities while simultaneously limiting warming to
1.5°C would require” meeting a set of institutional, social, cultural, economic and technological
conditions” (IPCC, 2015:p.448). Further to this, the IPCC observes that differences in
vulnerability and exposure to the effects of climate change often arise from non-climactic
factors and are the product of intersecting social processes such as discrimination based on

gender, class, ethnicity, age and disability (IPCC, 2014:6).
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4.7. The European Green Deal, NextGeneration EU and Corporate Sustainability Reporting

Directive

Whereas the previous two frameworks cover a broad spectrum and global perspective, the third
normative paradigm is strictly bound to the European continent. Launched as a proposal by the
European Commission in 2019, the European Green Deal (EGD, henceforth) comprises a wide-
ranging legislative package aiming to address climate change concurrently with ensuring a just
and inclusive transition in the European Union (Pianta and Lucchese, 2020:1). Essentially a
subsequent iteration of the Europe 2020 (2010-2020) strategy, that aimed for “a smart,
sustainable and inclusive growth” (European Commission, 2010:3) and further, the creation of
an Energy Union as a European political project addressing “the energy trilemma” of
sustainability, affordability and security (especially in response Ukraine’s 2014 Crimean crisis)
(Climate Strategies, 2015), per the Commission, the EGD'’s refined vision aims to transform the
EU into a “fair and prosperous society, with a modern, resource-efficient and competitive
economy where there are no net emissions of greenhouse gases in 2050 and where economic
growth is decoupled from resource use”; thus protecting, conserving and enhancing the
continent’s natural capital, and within that, prioritising the health and wellbeing of its citizens
from environment-related risks and impacts (European Commission, 2019:2). Central to these
objectives is a re-examination of the continent’s production and consumptions systems with a
subsequent revision of its entire value chain of products and services, in order to minimise
climate change, biodiversity loss and pollution (Paleari and Gunther, 2023:1). In terms of
meeting those targets, the EGD is organised around the eight following macro-areas of action:
1) Increasing the EU’s climate ambition for 2030 and 2050, 2) supplying clean, affordable and
secure energy, 3) mobilising industry for a clean and circular economy, 4) building and
renovating in an energy and resource-efficient way, 5) accelerating the shift to sustainable and
smart mobility, 6) designing a fair, healthy and environmentally- friendly food system, 7)
preserving and restoring ecosystems and biodiversity and 8) achieving a zero pollution ambition
for a toxic-free environment (Sabato and Fronteddu, 2020: 12). Procedurally, such interventions

are meant to be achieved by introducing and fully embracing practices such as eco-design and
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clean, circular production processes that extent the life of products and materials, driven
through eco-label certification and green public procurement schemes while further recovering
energy from non-recyclable waste, simultaneously with avoiding waste disposal to the greatest

extent possible (Paleari and Gunther, 2023: 13).

Despite decades of biodiversity decline and severe climate change effects, the disruption
caused by COVID-19 the following year made the connection between planetary health and
public health sharper (Financial Times, 2021). Representing a “late lesson” from an early
warning, the pandemic, as noted by the European Environmental Agency (2022), emerged and
intensified through the complex interplay between ecosystem disturbance, urbanisation,
international travel and climate change. Firstly, as estimated by the US Centers for Disease
Control and Prevention, three-quarters of all out-breaks for infectious diseases originating from
animals (such as the novel coronavirus) were on the increase, a rise attributed to human
infringement on animal habitats and fragile ecosystems, with illegal wildlife trade and live
animal markets bringing humans into greater contact with infectious wildlife species (Pachaury
etal.,, 2021: 3). Secondly, in the aftermath of lockdown and social distancing, and following the
closure of motorways and factories across the world, many environmental parameters showed
an improvement with decreased pollution levels, energy usage and greenhouse gas emissions,
perhaps offering a glimpse into what the world would like without relying on fossil fuels (Watts,
2020). Confronted with such difficulties and opportunities, a noticeable shift towards EU
priorities aimed at financing the repair of the pandemic’s social and economic damage
emerged (Theodoropoulou et al., 2022:5), with EU institutions adopting a substantial stimulus
package known as Next Generation EU (NGEU, henceforward) for the period 2021-2027
(CultureActionEurope, 2021:4). NGEU's principal component is the financial instrument
Recovery and Resilience Facility, financing the recovery of EU Member States with up to 312.5
billion euros in grants and up to 360 billion euros in loans (Theodoropoulou et al., 2022:8), which
are accessible through the formulation of National Recovery and Resilience Plans (NRRPs) and
subject to meeting conditions that include minimum allocation targets and country-specific

recommendations (Ceron, 2023: 324). Specifically, the allocated funds, designated to reflect in
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scope both the European Green Deal growth strategy, the EU’s commitment to the Paris
Agreement and the UN SDGs (Ibid, 2021:2), are to be spent in six key areas: 1) green transition,
2) digital transformation, 3) smart, sustainable, inclusive growth, 4) social and territorial
cohesion, 5) health, economic, social and institutional resilience and capacity building and 6)

educational policies for the next generation (lbid, 2021:31).

Essential to the implementation of all policy initiatives promoted by the EGD is the necessity of
evaluating the sustainability performance of all large and publicly-listed companies (European
Commission, 2023), a process subject to a reporting mechanism known as Corporate
Sustainability Reporting Directive (CSRD) and its reporting instrument known as European
Sustainability Reporting Standards (ESRD). In 2021, and amending the 2014 Non-Financial
Reporting Directive (NFRD) that preceded it, the European Commission introduced through
CSRD stricter audit requirements for reporting companies, such as the introduction of third-
party limited assurance (e.g. verification and certification auditors), broader disclosure mandates
(e.g. expanding the previous company size criterion from 500 employees to 250) and digital
reporting and tagging of reported data (Searoutes, 2023). Central to the reporting framework of
the CSRD is the concept of double materiality, which essentially now encourages reporting
companies to judge materiality from two perspectives: 1) the existing socio-environmental
impact that is (financially) material to a company and its stakeholders (see previous discussion
on GRI), and 2) additional information needed to understand and assess a company’s overall
sustainability performance in areas of focus that supersede the activity of accompany or the
direct interest of its stakeholders, such as accounting for a company’s overall impact to society
and the environment (GRI 2021: 5), in a full range covering, social, environmental and
governance issues, including climate change, biodiversity and human rights (European
Commission, 2023). Consequently, while not all companies are subject to CSRD and ESRS and
may use the reporting framework and standards voluntarily, requests from external stakeholders
are on the increase, particularly as the CSRD becomes applicable to them; therefore, the
collection and disclosure of data pertinent to sustainability performance will likely become a

common practice in many sectors, including the media sector as a whole (EBU, 2023).
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5. Drivers & Avenues for Sustainability in the Audiovisual Sector: Corporate

Communications and Public Policy Development

5.1. Corporate Communications

Previous research has partially located the introduction of sustainable production norms for the
audiovisual sector among various types of media organisations. These include multinational
mass media and entertainment conglomerates, Video-On-Demand (VOD) and Over-The-Top
(OTT) streaming services, and both public and private broadcasters, who have developed and
incorporated such norms in the form of protocols or guidelines as part of their Corporate Social
Responsibility (CSR) practices and disclosures. For instance, Maxwell and Miller (2012:24)
suggest that a “green customer demand” can encourage media companies to adopt more
ecologically sound practices, thus reflecting the sector’s broader shift towards CSR and public
relationships (PR, henceforward) management, while for Kaapa (2018: 45), credibility and the
management of reputational capital are key incentives for media organisations; promoting thus
environmental sustainability practices and supply chain integrity in all areas of their operations.
Further, for Chiarini and Khedarchi (2018), the sustainability reporting strategies of the motion
picture industry are contextualised as part of the CSR disclosures typical of project-based
industries (Ibid, 2018: 6-17). In explaining CSR, Marisol (2016:16) presents us with two
competing theories regarding the attainment of the “common good” within the framework of
capitalism: the first is centred on the concept of lassez-fair and in the free market’s (assumed)
inherent ability to regulate itself, while the second emphasises the need for governmental
intervention and regulation. The concept of CSR, first introduced in 1960, cuts across both
assumptions (lbid, 2016:16), positing that corporations need to act responsibly towards society
(and, by extension, the environment), by being accountable towards a broader set of
stakeholders beyond its shareholders (Wang et al., 2016: 534). Considering that an increasing
number of investors are actively seeking out companies with responsible practices for their

investment portfolios, implementing CSR strategies entails a series of advantages for an
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organisation, such as shaping better relationships with all of its affiliated stakeholders and
increasing employee morale (Ksiezak, 2016: 56) and further, building a better brand image,
customer recognition and loyalty (Aratjo et al., 2023:1-2). Moreover, improved access to
capital and markets, higher sales, and reduced costs (Dubravska et al., 2020: 1-2), while for
society at large, benefits include the overall philanthropic activities stemming from the
organisation, the protection of the environment and inspiring a social activation in the
organisation’s value chain towards adopting similar responsibilities, leading to fairer
competition (Ksiezak, 2016: 60). It's also important to note here that CSR is by its nature often
underlined by a political and developmental dimension: for Adelopo et al. (2015), once
governance gaps are identified, it's in the interest of corporations to bridge those gaps
through their CSR initiatives. While historically, the initial policy response of governments

|II

towards environmental problems has included a “command-and-control” type of regulation
(Prakash and Potoski, 2006: x), which, to quote Hou and Reber (2011:6) has been successful in
“harvesting the low-hanging-fruit” of environmental problems such as the “large, visible
pollution problems that are easy to identify and ameliorate”, in the absence of equivalent
international organisations overseeing economic and corporate responsibility issues and with
the World Trade Organization and its constituent trade ministers “diligently striving to remove
restrictions on business opportunities” (Hawken, 2008: 138) the pursuit of long-term
sustainability is left subject to voluntary industry reforms (Prakash and Potoski, 2006: x). Thus,
and in place of other alternatives, reforms of a voluntary nature tend to be naturally more
effective than the traditional policy-making in place (which narrowly focuses on treating the

consequences of environmental degradation) by addressing "the principal roots of systemic

environmental problems" (Gorobets, 2013:655).

5.2. The Management and Reporting of Environmental Performance

Central to corporations meeting the above objectives is compliance with non-legal forms of

regulations set forth by global governance institutions in the form of implemented managerial
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CSR strategies (Vigneau et al., 2015:469), an integral part of which is the incorporation of an
Environmental Management System (henceforth EMS) as a part of an integrated management
system (IMS) (lkram et al., 2019:1). Established as standard company practices since the late
1990s, EMSs are voluntary management tools aimed at improving an organisation’s
environmental performance by applying an integrated and systematic approach to
environmental issues (Zilahy, 2017:2). Operationally, today's interested parties can design their
own EMSs or implement the guidelines laid out by third parties, such as the EMAS regulation
of the European Union or the more popular ISO14001 standard, both of which require
stringent certification procedures by trusted third parties (lbid, 2017:15). Due to this reason,
the implementation of EMSs varies significantly across the globe: while by 2015, more than 300
000 companies operated environmental management systems certified according to the
ISO14001 standard, and more than 4400 firms followed the principles of EMAS (lbid, 2017:1);
an earlier study (Delmas, 2002:92) points out that most adoptions of EMSs have mainly
occurred in Western Europe (52%) and Asia (36%), regions whose governments have
encouraged and even provided technical support to potential adopters. In sharp contrast, a
mere 4.5% adoption rate in firms was reported for the United States, a discrepancy Delmas
(Ibid, 2002:91) attributes both to an institutional environment that is not supportive of
environmental management standards and due to an apprehensive corporate culture towards a
certification process that potentially discloses their performance to public scrutiny (Ibid,

2002:1).

Other relevant CSR strategies, in addition to EMSs, include the mechanisms of sustainability
reporting and green certifications. International standard-setting bodies generally develop
reporting (e.g. GRI) and certification (e.g. ISO) frameworks, which can be national or
international in nature and scope, sector-specific or impact area-specific (Brown et al., 2009:
574). Typically, reporting the sustainability performance of an organisation involves the public
disclosure of their economic, social and environmental impacts against indicators and priorities

in dedicated publications (Tang and Higgins, 2022:46) that serve as promotional material or
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result in the organisation’s annual reports (Alghamdi and Agag, 2023:1). However, as Manetti
and Becatti (2008: 289) note, the practice of reporting in itself is characterised by a “credibility
gap” due to its inability to map the involvement of stakeholders or embed their opinions
through reliable, comparable and relevant CSR data. As such, to further demonstrate an
organisation’s competence in assuring the quality of its sustainability performance, external
assurance services are offered by third parties independent of the organisation in the form of
green certifications (Deloitte Norway, 2019: 2). Nygaard (2023:4) classifies the main certification
systems that promote sustainability into three categories: 1) product certifications, and 2)
process certifications, verifying that the product or management system conforms to certain
social and environmental standards or criteria with 3) organization-based certification, certifying
compliance throughout an entire organisation’s processes. Key examples include the Cradle to
Cradle certification for sustainable products, assessing the entire life cycle of a product while
encouraging the use of environmentally safe materials (product certification), the Forest
Stewardship Council (FSC) certification for ethical and sustainable forestry (process
certification), with ISO 14001 or B Corp certifications assessing a company’s overall social and
environmental performance, accountability, and transparency (organisational certification) (lbid,

2023:3).

5.3. Transparency, Greenwashing and Eco-opportunism

For an overarching and successful corporate governance that enhances stakeholder
connections and as a baseline consideration underpinning the public dimension of
sustainability reports further guiding what elements are disclosed in them is transparency (Tang
and Higgins, 2022: 46). In theory, to quote the Global Alliance for Public Relations and
Communication Management (Global Alliance, 2010:3), CSR mechanisms should be subject to
a transparent, “trustworthy behaviour, authentic and verifiable representation” that in effect
sustains “the organisation’s “licence to operate”; an approach however whose effectiveness is

often questioned. In their critique, Tang and Higgins (2022: 45) highlight that sustainability
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reports are often 1) less about transparency and more about reputation-building, 2) many have
errors and omissions, and 3) the standards that underpin them are rarely enforced, while 4) the
manner via which stakeholders can leverage insights from an organisation’s report is unclear; as
such, the general consensus often is that 5) sustainability reports lack the enforcement,
attention, and scrutiny that the organisation’s annual financial reports command (Ibid, 2022:
45). Such gaps and discrepancies in transparency, alongside costly monitoring and lack of legal
enforcement systems (Nygaard and Silkoset, 2023: 3804) can often make stakeholders and
customers alike susceptible to an organisation’s hidden, self-interest-driven actions, such as
engaging in Eco-opportunism. To quote Nygaard and Silkoset (2023: 6), eco-opportunism is
“the pursuit of concealed self-interest with the framework of sustainable development”,
whereby one party in the certification system avoids “the associated costs of submitting to
standardisation” while enjoying a free ride on a collective capital that includes efforts and
milestones in green entrepreneurship, sustainable innovations, and investments in
environment, social or green governance (lbid, 2023: 5) and the corporate legitimacy that
underlines such conduct. Further, in an attempt to attain such legitimacy and cash in on the
green movement, many firms with poor performance in terms of substantive actions on
environmental issues (green talk) engage in symbolic actions (green talk), selling themselves as
being green to consumers and stakeholders (Walker and Wan, 2012:1), a practice known as
greenwashing. Broadly, greenwashing implies a “selective disclosure of positive information
about a company’s environmental or social performance, without full disclosure of negative
information on these dimensions” (Lyon and Maxwell, 2011:6), and usually, per de Freitas
Netto et al. (2020: 7) manifests itself on two levels: 1) Claim Greenwashing and 2) Execution
Greenwashing. The first includes the use of deceitful textual arguments that “explicitly or
implicitly refer to the ecological benefits of a product or service in order to a create a
misleading environmental claim”; in contrast, the second, without making any specific claims,
relies on the construction of a false eco-friendly brand image by placing “nature-invoking”
elements and motifs in its advertisement campaigns, such as colours (e.g. green or blue),
sounds (sea, birds), natural landscapes (mountains, forests, oceans), pictures of endangered

species or renewable sources of energy (Ibid, 2020: 7, 10). Considering the above, as
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Caradonna articulates (2014:248), greenwashing is problematic primarily for two reasons: first,
it undermines sustainability by making a mockery of its concept, and second, it is “merely
another way for marketers to mislead consumers by exploiting their benign intentions”.
Further, in tackling the matter, and in the interest of consumer rights and the creation of a
more circular economy, the EU in 2024 announced its plans to ban any 1) unsubstantiated and
generic claims about a product or 2) claims that a product has a neutral, reduced or positive
impact because its producer is offsetting emissions, as well as 3) sustainability labels not
backed by approved certification schemes or established by public authorities (European

Parliament, 2024:1-2).

5.4. Film Policy and Regional Funding Allocation

While the previous section situates the introduction of sustainable norms for the audiovisual
sector in a corporate-organisational context, where the adoption of concrete (but also
symbolic) actions aims at signalling an organisation’s relevance to its stakeholders, this section
locates the agency and drive in smaller industrial contexts (Kdapa and Vaughan, 2023:180) such
as regional and community-driven industry initiatives. Such initiatives include the work of
competent public institutions, such as 1) film commissions and national film institutes, in the
development of environmentally sustainable intervention models (D'urso, 2022:164); 2) the role
of cultural subsidies for the audiovisual sector, such as film funds leveraging significant industry
change through policy development and enforcement dynamics (Kdédpa and Vaughan, 2023:
180) in the form of (selective or automatic) funding schemes and other tax incentive
mechanisms taking stock of environmental risks and production impacts (Evans and Dicks,
2014:4), as well as 3) a plurality of eco-sustainable solutions advocated by committed individual
practitioners and film production companies. Moreover, 4) the integration of all the above in
the form of collaborative industry networks, organisations, alliances, and think tanks invested in
a unified approach through knowledge sharing, advocacy, film policy and the promotion of co-

development and co-production of audiovisual products (Cineregio, n.d.).
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Drawing on Cucco’s (2013: 268) thorough inquiry, film commissions are organisations that
regional governments create as non-profit entities in order to attract audiovisual productions to
their respective territories by offering a variety of services at no cost, from providing assistance
with logistics, location scouting and the granting of permits, to arranging concessions with
accommodation and catering companies, and providing access to experienced local workforce
and infrastructures (Beeton and Cavicchi, 2015:149). According to Costa (2008, as quoted in
Nicosia: 2015: 166), in delivering such services, Film Commissions utilise two key variables:
endogenous relations among locally based public and private stakeholders and exogenous
relations with foreign stakeholders such as operators, productions and markets. Within this
organisational framework, the primary goal is to generate economic benefits for their localities
without exceeding their own operational costs (Cucco, 2013: 268); in doing so, successfully
involving both public and private stakeholders is considered ideal (Nicosia: 2015: 168). As part
of facilitating the above, film commissions also develop certain promotional tools, such as
production guides typically providing local regulations and important contacts of operators,
workers and service agencies based in the region, as well as location guides promoting a range
of local filming destinations, from natural scenery and urban spaces to abandoned buildings
and historical landmarks (Ghedini, 2007:33). As of recent (Cucco, 2021:56, D'urso, 2022:164;
AFCl, n.d.:2), and particularly throughout Europe, the functions of film commissions have also
expanded to include the promotion and development of protocols and guidelines for
sustainable practices in production settings, often rewarding the audiovisual productions who

comply (Cineregio, 2017: 10; Cucco, 2021:56).

Appending to the latter are public film and audiovisual funds. Per the European Audiovisual
Observatory (2019:14), audiovisual funds constitute one of the four pillars of public support for
European film production, alongside fiscal incentives such as tax shelters, cash rebates and tax
credits, whereby they bridge the gap between producers and credit institutions by financing
obligations on industry stakeholders, such as broadcasters and OTT/VOD providers. Typically,

per Poort and van Til (2020:601), film funding support schemes across Europe are administered
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at the supranational (Pan-European and occasionally international), national (or federal) and
subnational (regional) levels for audiovisual projects such as feature films (fiction, animation and
documentary), and TV content (series, single works and short films); a list that in some
occasions extends to include video games, web projects and other multimedia productions,
subsidising a range of project-related activities from development and scriptwriting to
production, promotion and exhibition (Ibid, 2020:601). In fulfilling all of the above, a standard
practice necessitates the pooling of financial resources from a combination of different public
regional grants (Appelgren, 2018:256) into joint film projects, known as co-productions ( Port
and van Til, 2020:603). By now, to quote Appelgren (2018: 270), given the challenges of
accessing private funding or pre-sales, most European feature films and TV drama series have
to rely on multinational and/or multiregional public financing in order to proceed with their

productions.

In eligible for support films and other audiovisual productions, regional funds emphasise the
economic and cultural return of their investments (ROIs) back to their region, a principle known
as the “regional effect” (EAO, 2019: 62). Such an effect is primarily tied to conditions such as
territorial spending, whereby spending obligations for hosted productions in the region must
be equal to or higher (typically, between 100% to 160%) than the allocated financial support
(Appelgren, 2018:267-268) and shooting obligations, such as a minimum number of shooting
days spent in the region (EAO, 2019:64) . Other funding criteria include providing proof of the
project’s cultural connection to the funding region either in terms of key production delegates
attached to the project such as writers, directors and producers being residents of that locality,
or via significant use of regional skills and talent in terms of technical services and cultural
employment (Ibid, 2019:65). Moreover, the overall artistic value of the project (considering the
story, script, and film director), and the production’s audience or festival submission potential
(Appelgren, 2018:267-268), as well as taking into account the applicants’ performance success
with previous projects as a reference, also called “reference film funding” (Teichmann and
Murschetz, 2018:262). Allocated funding can be awarded in an automatic manner, whereby

criteria are based on clear conditions without involving the discretionary evaluation of experts
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or selectively, that is, in accordance with selective criteria assessed by experts through
eligibility tests in areas such as quality, originality and cultural value (Poort and van Til,

2020:603).

Recently, some public funds have also broadened their criteria to address the need for “off-
screen” initiatives that aim to improve production practices by adopting sustainable policies
(EAQO, 2019: 75). Per the European Audiovisual Observatory (lbid, 2019: 138), the idea of
allocating funding for sustainable production is that the adoption of relevant policies may, in
some cases, lead to higher production costs; as such, provided that particular conditions are
met, successfully awarded support can offset such costs (lbid, 2019: 138). On some occasions,
public funding is also allocated to cover other eligible costs such as project development,
ecologically sustainable theatrical release and green certification (OFI, 2023; FISA, 2024:13). In
most instances, delegate producers applying for selected public funds are obliged to
demonstrate how their co-productions are diligently minimising their expected environmental
impacts. As such, support is awarded based on the fulfilment of listed requirements in the form
of criteria and evaluation grids or a rating system (EAO, 2019:138). Other formal obligations
include the submission of a pre-production action plan detailing sustainable choices for the
specific project, compiling a regional carbon calculator providing emission estimates in pre-
production and coaching sessions with experts tied to the fund, whose evaluation and approval

will eventually allocate the support (VAF, n.d.; Eurimages, 2023).

5.5. Industry Alliances, Multiple-stakeholder Groups and Non-State Actor Participation

In this section, we locate the drive for progress made in the sector’s sustainability efforts by
enlisting the concept of “co-opetition” among (otherwise) corporate rivals and competing
professionals, working together to solve industry-wide environmental problems through
transatlantic industry networks and organisations, strategic alliances, and think tanks invested in

knowledge sharing, advocacy, film policy, and the promotion of co-productions.
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Per Fuller-Love (2009:271-273), cooperation in professional networks plays an important part in
the survival of both small and medium enterprises (SMEs, henceforth), with observed benefits
outweighing the competitive approach itself, including access to resources, competencies,
savings from transactional costs and reduction in costs, as well as greater negotiating power
with suppliers (Daidj and Jung, 2011:39), maintaining further the viability of an industry that
experiences “a collapse of [its] parts, units, functions, roles, business and revenue models” and
a radical departure from established ways of doing things (Deuze and Prenger, 2019: 18).
Specifically, co-opetition as a proposed term here refers to instances of “competitive
collaboration” among firms that drive sustainability while assisting in the creation of
environmentally friendly products and services (Kumar et al., 2020:2). Recognising this shifting
dynamic, Pardo (2007:59) proposed that the new “net value” of a media organization can be
seen as the crossing point of two axes: a vertical axis describing the dynamic interactions
between the consumers and suppliers of a product or service and a horizontal one determined
by the tenseness of interactions with the organisation’s external market environment. Such a
net value is translated into a spectrum ranging from competitive rivalry for the market share to
more synergistic and complementary relationships aimed at fostering industry-wide (and, in our
case, environmental) solutions and entails four types of coopetitive relationships: 1) interactions
with global rivals, 2) engagements with foreign governments, 3) external cooperation with
alliance partners and 4) internal cooperation within a multinational enterprise (Ibid, 2007:60).
For Kumar et al.(Ibid, 2020:9-11), co-opetitive relationships in firms occur across all three
dimensions of sustainability: economic, social, and environmental; strategically they can be
further classified into 1) commonality-driven, 2) competition-driven, and 3) collaboration-driven
approaches. Commonality-driven approaches include the collective strife for achieving
common economic goals and socio-environmental objectives, towards which strategic
partnerships are crucial, while competition-driven factors include the importance of choosing
partners with complementary capabilities to enhance corporate performance (lbid, 2020:9-11).
Further, collaboration-driven approaches aim for technological support and sustainable

competitive advantages. Broadly, notions of co-opetition in the media industries have been
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present throughout the 1980s, with Hollywood studios gravitating towards synergy and
diversification (Pardo, 2007:21) in the form of strategic alliances. Strategic alliances in the
entertainment industry involve two or more legally independent firms under a contract-based
relationship, without the establishment of a new entity and no indefinite pooling of resources
and have taken the form of co-financing agreements negotiated during the assembly stage of a
project, whereby studio executives are presented with a package that includes the screenplay,
the projected budget and the creative team consisting of primary cast members, the line
producer and the director(s) (Palia et al., 2008:484, 486). Other factors necessitating
coopetitive synergies surfaced in the late 1990s, whereby owning much to the digital sector’s
technological boom, a growing interest in audiovisual media from outsiders to the industry,
such as telecommunications groups, internet service providers and IT companies was

encouraged (Daidj and Jung, 2011: 37, 46).

In this context and during more recent years, a formation pattern of network organisations can
be observed, whereby competing studios, besides pooling together funding and resources for
pilot projects, also implement, monitor, and report on their sustainability on production sets,
eventually devising and sharing standardised sets of best practices, guidelines, and toolkits in a
manner exhibiting both “positive competition and positive collaboration” (Motion Picture
Association, 2020). Prominent examples include all-time rivals such as Time Warner, Disney,
Viacom and News Corp, once competing with each other in “an oligopolistic and very
competitive market” (Daidj and Jung, 2011:46), gradually uniting into a joint pooling of
resources, in instances of “rare cooperation in an industry of sharks” (Vaughn, 2019:174) in the
formation of Sustainable Production Alliance and the publication of its Green Production Guide
(SPA,2010). Additionally, similar alliances have been formed (Netflix - The Walt Disney Group)
to pursue objectives such as the use of eco-friendly alternatives to diesel generators within the
entertainment sector, consolidating their demand and paving the way for the supply of mobile

batteries, hydrogen power units and systems (CMPI, n.d.).
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Further, as a response to the rapid globalisation of supply chains (Cineregio, 2012:5) and
decentralisation of industrial processes (Pardo, 2007:61), strategic alliances with international
partners (such as US-European co-productions) were seen as necessary, particularly in the
context of runaway productions. To quote Goldsmith and O'Reagan (2005:9-10), utilising the
“hypermobility of contemporary film production” in its outmost, Hollywood studios have
sought to produce their films overseas for economic reasons ( such as tax incentives and
reduced labour costs), creative considerations (use of exotic locations) and marketing
campaigns (where shootings facilitated as a “local events’). However, as Vaughn (2019:178)
points out, while such runaway productions enjoy “reduced costs, low wages and rental rates,
tax credits and subsidies”, and the locations exploited also enjoy increased visibility as a tourist
attraction, the configuration of infrastructure and the training of semipermanent local media
professionals, the aftermath is often detrimental to the environment surrounding the hosting
region. As such, a second network type of cluster organisations can be observed, whereby
regional film funds and film commissions consolidate their efforts into a range of eco-conscious
supporting schemes and services promoting film culture, social cohesion and the buildup of

regional infrastructure in the interest of international co-productions (Cineregio, n.d.).

Naturally, achieving sustainability on a sector-wide scale also necessitates amplifying relevant
advocacy efforts at the highest levels of agenda-setting, e.g., the United Nations Framework
Convention on Climate Change. Taking things one step further, advocacy for a more
sustainable audiovisual industry has pursued more ambitious venues through the work of non-
state actors working in a representative capacity for the sector. In understanding the role and
definition of a “non-state actor”, Wijninga et al. (2014:142) suggest considering the “changing
nature and extent of state authority” in an international political scene, navigating a complexity
accentuated by globalisation, the rise of communication technology and the emergence of a

multipolar world order. In the context of global climate governance and appending to the Paris
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Agreement and 2030 Agenda frameworks, such a complexity is navigated through policies
that, revisiting Kuyper et al.’s (2017:7) earlier observation, promote a “hybrid multilateralism”
merging the work of both state and non-state (civil society and social movements) actors, but
also economic actors (business, including media-related outlets and multinationals, and trade
unions) and subnational or substate actors (regional local governments, cities and
municipalities) into “a dense regime complex” (Ibid, 2017: 3). Such a broad engagement of
different stakeholders also implies new modes of interaction between actors through
transnational coalitions bringing together non-traditional players (e.g. businesses and advocacy
groups) (Wijninga et al., 2014: 145). As such, following successful examples from the fashion
and textile industries [United Nations Fashion Industry Charter for Climate Action in 2018] and
the sports sector (Sports for Climate Change (UNFCCC, n.d.a and n.d.b), multi-stakeholder
non-state actor initiatives are lobbying for a more sustainable audiovisual sector, through
stakeholder engagement to net-zero commitments, biodiversity preservation, and the use of

storytelling as a catalyst to climate action (ECCA, 2023:2-3).

5.6. Green Promotional Events and Awards

Highlighting and propelling the progress in all of the above are other segments in the
audiovisual supply chain, such as promotional events undergoing a similar “green” activation
(D'Urso, 2022:176). These include a range of industry-related events and recognition awards,
from leveraging environmental celebrity activism into inspiring, educating and mobilising the
general public (Environmental Media Association, n.d.a) to honouring remarkable production
and location work that sets the highest standards in sustainability (Global Production
Awards,2023a). As theorised by Simonton (2004:163), filmmaking is a process of “collaborative
creativity”, and a feature film is a product of the separate contributions of directors,
screenwriters, actors and other technical specialists. Such separate contributions are not
completely “submerged or blended in the final product” (e.g. film and TV content) and can be

themselves evaluated as “indicators of creativity or achievement”, subsequently awarded
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“independently of each other as well as independently of the film’s overall success”(Ibid,
2004:163, 169). Notably, in the ever-evolving landscape of audiovisual production, such
recognition of achievement has been expanded to now include “where, how and who creates
such work on the ground” with respect to sustainability, inclusion and the empowerment of
local economies (Screen Daily, 2023b). In addition, such attention has also shifted inwardly,
with film festival ecosystems pursuing behind-the-scenes “solutions or tweaks to common
festival habits and practices” (de Valck and Damiens:2023:322). Broadly per Holmes et al.(
2015:6-7), such sustainable solutions include 1) economically viable events that contribute to
the development of regional enterprises, thus triggering economic activity, 2) event planning
and operations focused on the conservation of natural and built environments where the event
takes place, taking stock of 3) socially ethical and equitable principles that promote local
employment, social and cultural pride, while strengthening community networks; and more
specifically the promotion of such considerations on a national level, often underpinned by
relevant certification (see Green Film, 2021b and Trento Film Festival, 2024) in a “globally
recognised manner” (ISO, 2012:7).
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6. The Development of Sustainable Production Norms in the US and Europe

6.1. United States

6.1.1. The Environmental Media Association

Attempts to understand, promote, and enact sustainability in the production of media have
been gaining traction at large, at least since the late 1980s (Ricketts, 2010:22; Heimann,
2012:11) and early 1990s (Corbet and Turco, 2006: 5). According to Zilahy (2018:1), by the late
1980s, businesses started to recognise the complex nature of environmental issues and their
implications for corporate management, stakeholders, consumers, and the general public,
prompting thus a shift towards pollution prevention and the integration of technological
solutions alongside more traditional end-of-pipe mitigation strategies. In taking stock of the
ecological downturn linked to, among others, the growth of the creative economy, the US
Environmental Protection Agency [ EPA, the enforcement arm of the NEPA Legislation Act of
1969 (U.S. EPA, n.d.)] started publishing data on the industrial toxic emissions of big
corporations, bringing unwanted attention to Eastman Kodak Company, a once-dominant
corporate giant in the field of commercial photographic film stock and equipment (Oakley and
Banks, 2020:26-28). That data was alarming, considering that Kodak's Eastman Business Park
operations were found to outrank every other major polluter in the state of New York (Orr,
2014), with such violations resulting in millions of lawsuit fines. Simultaneously, as Vaughn
observes (Starosieski and Walker, 2016: 27), Hollywood was forced to realise that
environmental sustainability enjoyed widespread popularity, evolving to a “cause célebre for
the new millennium”. Thus, in 1989, the Environmental Media Association (EMA,
henceforward) was founded as a 501(c)-type non-profit organisation with a mission to promote
environmental content in the media, inspiring, educating and mobilising the general public
(Environmental Media Association, n.d.a.) through its annual prestigious galas, bringing

together celebrities, studios, industry stakeholders and politicians. In 1991, EMA hosted its first
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EMA Awards, honouring exemplary film and TV projects that effectively promoted
environmental themes in tandem with dedicated, focused briefings raising awareness on
various facets of environmental advocacy. Throughout its annual editions, these have included
panels and fora as diverse as rainforest preservation (1990), population and consumption
(1994), clean air (1996), recycling (1999) and wildlife protection from oil exploration and drilling
(2002). However, it wasn’t until 2004 that EMA, partnering with Green Seal, a non-profit
environmental certification developer, launched its Green Seal Awards programme in
recognition of progress made in the field of sustainable audiovisual production (Corbet and

Turco, 2006: 5; Environmental Media Association, n.d.b.).

6.1.2. The CSR Institutionalisation of US Studios

Although the EMA Green Seal did not inaugurate sustainable production in audiovisual
productions per se (see discussion on Fessenden’s 1993 Low Impact Filmmaking in the section
Literature Review), we assume here that the guidelines underpinning its green checklist appear
to have served as the prototype for all subsequent sustainable protocols, particularly those that
utilise rating systems (cf. for example, BAFTA Albert and Trentino Film Commission’s Green
Film). As the earliest example of this methodological setup, the EMA Green Seal, in its 2004
update, required delegate production applicants to rate their own efforts in sustainable
production on a 5-point scale in areas such as the usage of 1) certified renewable and
sustainable building materials for set constructions, 2) less toxic and low-emission paints,
sealants and lacquers, 3) hybrid and electric vehicles for production transport and 4) the
purchase of clean (low sulfur) diesel for all production vehicles and generators (Corbet and
Turco, 2006: 82-83). Further, 5) the procurement of environmentally friendly products with
recycled content for production offices, é) adequate recycling of office stationary materials
(from paper and plastics to VHS, Digital Betacams and DVDs), and 7) assuring that craft and
catering services utilise reusable or recyclable serving products in leu of mass-produced

styrofoam (Ibid, 2006: 82-83). Then, following the submission of the completed application, a
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site visit to the production (studio or location-based) site by Green Seal-affiliated auditors
would, alongside interviews with production representatives and adequate documentation,

verify the claims of the application, thus ensuring the inclusion of the production in the annual

Awards (Ibid, 2006: 82-83).

Beyond the EMA framework, as Vaughn notes (Starosieski and Walker, 2016:27), while most
major productions and studios initiated their path to carbon neutrality by offsetting otherwise
pollutant methods through donations to independent environmental organisations, among
other corporate environmental efforts that often resemble greenwashing (Vaughn, 2019:174),
several distinct practices that significantly contribute to sector’s sustainable transition should be
highlighted. As an example, in 2001, as perhaps an early instance of what Kreft observes as
“CSR Institutionalization”, manifested by specialist training, implementation and sustainability
reporting on ISO 14001 (Kreft, 2015: 328-329), Sony Pictures saw to it that all of its North
American operating units, including Sony Pictures Studios spaces, achieved 1ISO14001
certification, which focused on the reduction of its environmental impact in key areas such as
water conservation, energy and waste management and reduction as well as pollution
prevention (Sony, 2002; Sony Pictures, 2022), making Sony Pictures the first and so far only
14001-certified studio (Meyer, 2016: 34). Even though the specific ISO standard was not
directly applicable to audiovisual production, or in fact, required to follow an environmentally
optimal strategy towards immediate improvements, to quote Corbet and Turco (2006: 56), it
did have valuable educational effects. As of the same year, Sony Pictures also sought to
repurpose all paint and varnish leftovers from its motion picture filming sets by donating up to
900 gallons of paint to local organisations (Sony, 2001: 41), further supporting, hosting and
promoting the launch of Berlin-based ECOmove International Festival Network, the “1st
International Festival of Environmental Film Festivals” (Sony, 2002:46) decidedly focused on
Education of Sustainable Development through the promotion of environmental media
(Ecomove, 2019). Through the next few years, along with other forward-thinking policies and
initiatives, Sony also pioneered the development of digital video and cinema technology in line

with environmental objectives, claiming a total of 40% reduction in CO2 emissions reductions
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through its prototype digital camcorders and energy- and resource-saving cinema projection

systems (Sony, 2010:20; Sony, 2012:183).

Another early pioneer has been Warner Bros. Entertainment. As early as 1994, Warner was
setting the example through various initiatives for its productions, including an environmental
purchasing program, sustainable design and construction policies, and the use of refined oil for
a production fleet of more than 400 vehicles, increasing its waste diversion rate in 2006 from
7% to 53% through recycling and donations, generating as much as $25,000 while saving an
extra $150,000 in disposal costs (Corbet and Turco, 2006:52-54). In 2007, NBC Universal
created its Green is Universal initiative in an effort to raise awareness and effect positive
industry change towards the environment, further pledging the substantial greening of all of its
operations, including television, film and studio divisions (Audubon New York, n.d.). Besides
the publication of step-by-step guides of best practices, Universal at the time also announced
the designated role of “Manager of Sustainable Production”, liaising with both film and
television productions to help implement and track green best practices and assist shows when
transitioning to more sustainable operations (CSR Wire, 2009). Then, as early as 2005, in an
effort to reduce waste and save resources, time, and money, Disney's Touchstone Television
Set Reuse program saw the recycling of more than 40,000 set pieces, including from the sets of
Desperate Housewives (Created by Marc Cherry, 2004-2012) and Gray’s Anatomy (Creator
Shonda Rhonda Rimes, 2005-), producing annual savings exceeding $500,000 (Disney,
2005:10). Building from a longstanding and meaningful commitment to climate action
throughout its history (Ingram, 2004:21; Rehman, 2021:122) and notwithstanding numerous
accusations of greenwashing on account of Disney theme parks being carbon-intensive
attractions and promoting unsustainable patterns of tourism as a destination (Pearce, 2009), in
2010 the Disney Group facilitates the inclusion of an at least one full-time Environmental
Steward on its motion pictures, coordinating “location, production, catering, and cost services
teams to incorporate environmental considerations in filming” (Disney, 2010:41). Not
dissimilarly, the News Corporation-owned Twentieth Century Fox (as of 2018, Fox Corporation)

also entered the conversation. In 2007, the Chairman and CEO of Fox, Rupert Murdoch,
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provided the press with a dual pledge: greening News Corps’ internal operations and
becoming carbon neutral by 2010 while developing and producing more entertainment
programming about energy conservation and climate change (Di Meo, 2007), stating that “our
audience’s carbon footprint is 10,000 times bigger than ours. That's the carbon footprint we
want to conquer” (Ibid,2007). A fitting and perhaps surprising strategy of aligning with the
times, considering the public image of News Corps-owned Fox News, a Network catering to a
more politically conservative camp often utilising aggressively anti-environmentalist content

(Ibid, 2007).

6.1.3. The PGA Green Committee

In 2008, pioneering producer Mari Jo Winkler monitored her production of Away We Go (Dir.
Sam Mendes, 2009), reputably the first US production to have a verified carbon footprint,
implementation of alternative fuels for generators, and the elimination of plastic water bottles
through water refilling stations, waste separation alongside the choice of low-VOC (volatile
organic compounds) paints, responsible craft sourcing and donations, overall achieving a 49%
diversion of waste from landfills (Bergmann et al., 2008:6-8; Truenorth, 2023). The compiled
report was sent to the heads of all the major studios —Sony Pictures Entertainment, The Walt
Disney Company, Warner Bros. Entertainment, NBC Universal, and Fox—which in 2009 all
came together, partnering with the Producers’ Guild of America (PGA) in the creation of PGA
Green Committee (henceforth, PGA Green) (Kilday, 2011). Subsequently, the previous
Hollywood majors regrouped to form the Sustainable Production Alliance (SPA, henceforward),
a consortium dedicated to “accelerating the transformation of the entertainment business into
a more sustainable industry”(Motion Picture Association, 2020), a list that by now extends to
include Amazon Studios, Amblin Partners, Netflix, Hasbro Inc., Participant Media and
ViacomCBS. Together, PGA Green and SPA in 2010 developed the Green Production Guide,
arguably the first resource toolkit for sustainable productions, making it available internationally

through an interactive database with access to sustainable vendors, products and services
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(Killjoy, 2011). The toolkit consists of 1) PEACH (Production Environmental Actions Checklist)
and PEACH+, which include practices with individual benchmarks and targets on an
environmental balance sheet (Meyer, 2016: 30) that every department can follow; 2) the PEAR
(Production Environmental Accounting Report) carbon calculator measuring the environmental
impact of productions based on the usage of energy in offices and stages, fuel in vehicles and
generators and emissions from air travel and accommodation, and 3) the PLUM (Production

Lumber Material) worksheet that tracks sustainable plywood usage (Green Production Guide,

2024).

6.2. United Kingdom

6.2.1. The Media CSR Forum

The sector adapted swiftly in Europe and especially the UK. As a precursor to sustainable
production in Britain, we can regard the formation of the Media CSR Forum in 2001, an
initiative established as a collaboration between leading British media corporations such as the
BBC, Sky, and the Guardian Media Group to foster CSR and sustainability practices within the
media industry (Media CSR Forum, 2005: 6), following the recognition that the integration of
such practices in media organisations has “many unique features that set it apart from
traditional industry and other business sectors, some of which could benefit from a
collaborative approach” (UNAOC, n.d.). For its stakeholders, who by 2005 had welcomed
among themselves the addition of Channel 4, Five, Turner Broadcasting (now owned by
Warner) and Reuters (Media CSR Forum, 2006:1), the Forum undeniably proved to be a prova
generale in meeting future responsibilities and reporting requirements (Channel 4, 2010:99),
such as the mandate to report on a public company’s social and environmental action,
introduced as part of the 2006 Companies Acts (Gulyas, 2011:61). The UK CA 2006 enlists the
concept of an ‘enlightened shareholder value’, which, per Kabour (2021: 13-14), intersects two

competing corporate objectives: shareholder value and stakeholder theory. Shareholder value
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posits that “the sole corporate objective is to prioritise shareholder interest by generating
shareholder wealth” (lbid, 2021:13-14), while stakeholder theory presupposes that directors
must run their companies for the benefit of all their stakeholders (incl. shareholders); therefore,
an organisation has to adopt more diverse (e.g. socio-environmental) sets of concerns that
stretch beyond mere its financial performance (Ibid, 2021:13-14). In the context of CA 2006, as
Copp (2009:17) posits, shareholder value was equated to short-term profit and was, therefore,
incompatible with an organisation’s long-term benefits resulting from cooperative relationships
(Copp, 2006:17.) Suffice to say that before the passing of CA 2006, shareholder value was not
statutorily mandated; as such, companies were “expected to act in good faith vis-a- vis the way
in which the directors, and not the court, consider to be in the best interests of the company”
(Kabour, 2021:13-14). Thus impacting reporting activity on various levels, many Media CSR
Forum’s affiliates sought to pursue their green transition actively while beginning to report on
their efforts on an annual basis. For the Comcast-owned, then UK-based Sky Group (that also
includes Sky Italia and Sky Deutschland, formed respectively in 2003 and 2009), this implied
achieving CarbonNeutral certification for its UK corporate operations in 2006, further aligning
its internal vision with external campaigns such as Rainforest Rescue and Ocean Rescue
(CarbonNeutral, 2024), while gradually demanding a carbon footprint from productions
commissioned by external contractors (Heidsiek, 2015: 5). For the BBC, initial strides have
included practices of ethical conservation when filming animals, stating that the welfare of the
subject is more important than the sequence”, the inclusion of disabled actors (BBC,2006:53),
the promotion of medium-term environmental policies related to the overall reduction of waste
and energy use (BBC,2006:49) and the procurement of FSC certified paper for all BBC in-house
print publications (BBC,2006:58), and the eventual introduction of annual environmental
targets in 2009 to measure the BBC's performance in energy consumption, carbon emissions,
water use, waste, recycling and travel (BBC, n.d.). For ITV, similar efforts included renewed
procurement policies with a marked preference for more sustainable supply chains and the
greening, collection and reporting of data relating to carbon dioxide emissions, waste
generation and water use in the company’s three main studio sites (ITV, 2006: 9, 27) while for

Channel 4, the introduction of an in-house direct carbon reporting framework, with the
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additional development of all indirect emissions, including production-related transport

activities (Channel 4, 2010:98).

6.2.2. Green Screen London

Subsequently, the number of initiatives increased substantially, bringing about key positive
changes. In 2008, the regional screen agency Film London backed Green Screen London, a
then-new environmentally friendly initiative for film and TV production. The initiative aimed to
cut climate emissions in London by 60% by 2025, in line with the then-Mayor’s Ken Livingstone
Climate Change Action Plan and had the en-masse support of the UK Film Council, BAFTA,
Ealing Studios, 3 Mills Studios, Pinewood Studios, the Production Managers Association,
Advertising Producers Association, Producers Alliance for Cinema and Television, and
Production Management Association (Mitchel, 2008). As of 2017, Green Screen consolidated
its guidelines into a certifiable protocol in partnership with Greenshoot (Greenshoot, n.d.).
Successful adherence to the Greenshoot protocol is subject to evidence collected by a
“production coordinator”, cataloguing the social, economic and environmental impacts of a
shoot, upon which productions then receive a Greenshoot Environmental Card (Oxford
Economics, 2012:35-36), gradually certifying over 1500 productions in 26 countries to this day
(Greenshoot, n.d.). As for Film London, operating strictly within the bounds of the City of
London, the agency proved to be a premium support mechanism not only in areas such as
helping firms to film in the capital, exhibition events, training, skills and marketing, as well as
production funding schemes (Chapain and Stryjakiewicz, 2017:81) but also in the supply of
green energy to audiovisual projects, through the installation of an electrical feeder pillar at a
key unit in Victoria Park in 2023, an initiative known as The Grid Project, made possible with
funding from the Mayor’s Good Growth Fund supported through the London Economic Action
Partnership, NBCUniversal, Interreg Europe’s Green Screen, and the British Film Commission

(Film London, 2023).
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6.2.3. The BSI 8909 Specification

Another major advancement driving the British screen sector’s green transition and the second
instance to observe the introduction of new stakeholders in audiovisual production (following
the EMA Green Seal), such as environmental standard development organisations, pertains to
the involvement of the British Standards Institution (henceforward, BSI). The BSlI, a national
standards body (NSB, henceforward) authorised by the British government, was established in
1901 and was the first standards body globally, with a mission to meet the demands of relevant
stakeholders, including society, all levels of government, enterprises and the public. In 1946,
the BSI became a founding member of ISO and has since then initiated over 35000 general
management system standards, many of which were the prototypes behind the more popular
ISO standards, such as ISO 9000 (based on BSl’s BS 56550) or ISO 1400 (based on BS 7750)
(Song and Wang, 2018: 1037-1038). In 2011, during the 2011 Cannes Film Festival, the BFI,
together with the BSI, introduced a new standard specification for both audiovisual (particularly
film) production and events management, the BSI 8909 (Heimann, 2012:16-17). The BSI 8909 “
Specification for a Sustainability Management System for Film” standard considered a workflow
covering all production stages from pre-production through to the sales of DVDs for home
entrainment purposes, where the minimisation of carbon emissions coincides with the
maximisation of socio-economic positive impacts (Ibid., 2012:16-17) holistically all three
dimensions of sustainability: 1) environmental, through improved route planning, the selection
of vehicles with lower CO2 ratings, and carpooling 2) social, through establishing clear
guidelines that minimise production effects on local communities from promoting limited
working hours and engaging with the hosting communities to converting the entire supply
chain into more sustainable. Further, 3) economic sustainability, through helping local
communities benefit from the film activities in the locale via hiring local people and
compensating them properly, in addition to sourcing local props, extras and catering (BFI,

2011: 2).
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6.2.4. BAFTA Albert Toolkit

Arguably, however, the most influential development in codifying a sustainable production
norm came through BAFTA's Albert programme. In 2010, the BBC developed the first “fit for
broadcast” online carbon calculator, which was piloted on the BBC One show EastEnders
(Created by Tony Holland, Julia Smith, and Tony Jordan, 1985-). The BBC aptly named it
“albert” after the continuing drama’s setting in Albert Square, London (BBC, 2024), eventually
sharing its resources with the industry through a partnership hosted by the British Academy of
Film and Television Arts (BAFTA)( Giindiiz Ozdemirci, 2016: 4). Further, in 2011, aiming to
improve the carbon footprint of the television production industry simultaneously with raising
the environmental awareness of television programme makers, Albert, teaming up with UK
sustainability organization Julie's Bicycle, became the Albert Consortium project, in which
instance BAFTA became both its member, owner and treasurer (Julie’s Bicycle, 2022:26). The
Albert Consortium took upon itself to deliver a variety of timely solutions in the field of
sustainable production, moving from a mere carbon calculator to a certification toolkit scheme
in 2013 and carbon literacy training facilitator as of 2021 eventually becoming a global
consolidated sustainable production paradigm (Kdapa and Vaughn, 2022:313) and an
established industry-standard (Hjort and Nannicelli, 2022:308) used predominately by the BBC,
ITV, Channel 4, UKTV, Sky, TG4 and Netflix (BAFTA Albert, 2024), in a (mostly) compulsory
manner (Albert, 2021.:2). Despite its constant improvements and iterations over the years, at its
core, the Albert calculator promotes a simple online workflow for tracking and logging
emissions in a production setting: a user (normally a production co-ordinator) or multiple users
add data to the calculator while a reviewer (normally a person fulfilling a senior production role,
such as a Head of Department) is responsible for implementing sustainability in the production
(Albert, 2021.:3-5). Collection and reporting of data occurs on three successive occasions: 1) a
draft footprint started in pre-production, giving an indication of expected emissions according
to activities and budget, 2) a carbon action plan (henceforward, CAP) that covers the
sustainable measures taken in production followed by 3) certification, whereby the draft

footprint and the CAP have been fully assessed and successfully approved (BAFTA Albert,
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2022b:1-2) by an external auditor (Albert, n.d.:3-5). Other important Albert initiatives include
The Creative Energy Project, operated in partnership with British energy company Good
Energy, which offers companies and service providers the chance to use 100% renewable
power without the cost usually associated with that purchase (Strauss, 2019) and the 2019
Green Rider, a novel contract between the production and its actors, writers and directors,
whereby all signatory parties commit to implementing certain pre-arranged sustainable
measures in areas such as dressing rooms and trailers, costume and make-up, as well as
catering, travel and accommodation (BAFTA Albert, 2024d). Moreover, as of 2020, Albert
launched its Creative Offsets programme, helping productions to offset emissions they can’t
reduce through the purchase of carbon credits (BAFTA Albert, 2024b) and further piloted its
Studio Sustainability Standard in 2023 (BAFTA Albert, 2024c) in addition to a significant body

of research and advocacy (see section Literature Review).

6.3. Continental Europe

6.3.1. Introduction

The development of sustainable production discourses and norms that took root in North
America and, subsequently, Britain was also gradually reflected in a range of regional initiatives
stretching all across continental Europe, albeit in a very different manner. Since covering all
such initiatives is an unnecessary (if not impossible) task, a focused discussion that covers such
developments thoroughly and meaningfully can be organised by addressing the most forward
policies and developments displayed regionally amongst the EU-27 in key and often
overlapping areas, such as 1) sustainable production advocacy, lobbying and the sharing of
best practices, 2) the mandatory provision of carbon action plans as part of both shooting
permits and allocated funding, 3) fiscal incentives to produce content sustainably and funding
to offset the costs associated with the adoption of such measures, 4) region-specific

approaches to sustainable production management, certification and carbon calculation, and 5)
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green film awards honouring sustainable approaches to production; developments against

which the case of Italy will be gradually benchmarked.

6.3.2 Ecoprod (France)

In continental Europe, the earliest activity can be traced back to 2005, when Catherine Puiseux,
CSR Director of the French TF1 Group and the lle-de-France Film Commission (now Film Paris
Region), conducted a survey in 2005 on behalf of Corinne Rufet, then-Vice Président de la
Région from the Green Party, to determine the levels of carbon emissions in audiovisual
production in the region of lle-de-France (Heidsiek, 2015:11), a practice also repeated in 2006,
when Puiseux was asked to perform a carbon evaluation for TF1 to set criteria for its own
commissioned productions, which comprised about 80% of its programming (Ibid, 2015:11).
Subsequently, in 2009, various industry stakeholders such as the Ile-de-France Film
Commission, France Télévisions Group and the TF1 Group, alongside the French
Environmental and Energy Management Agency (ADEME), and Audiens, a social protection
NGO ensuring DEI advocacy for the creative sector, among others, created Ecoprod, a working
group initially aiming to curb the footprint of audiovisual production (Biancarelli et al.,
2023:24). Over the years, Ecoprod evolved from a collective partnership to a non-profit
association, open to all industry actors (Croll, 2022) with more than 350 to date (Biancarelli et
al., 2023:33) and a “symbol of possibility within sustainability and media practises” for the
French audiovisual sector (Green Filmmaking, n.d.) through various key restructures. In 2012,
Ecoprod launched its carbon calculator, the Carbon Clap, the first computer-based carbon
calculator specifically catered to the audiovisual sector (Ibid, n.d.), while in 2014, Ecoprod
launched its Charter, a pledge where signatory organisations (production companies and
suppliers) commit to promoting more eco-friendly approaches in what will be an “initial step
towards more demanding standards and certifications” (Green Film Shooting, 2015b:6-7).
Further, in 2022, Ecoprod released its Ecoprod label, an open-access reference framework with

80 actions to be implemented, whereby successful compliance with each action earns points to
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measure the Ecoprod Label score. The actions pertain to ten key areas of intervention: 1)
production, communication and commitment; 2) content (e.g. planet placement) strategies; 3)
offices, with respect to energy consumption and waste and raw materials; 4) filming locations
with respect to energy and resource consumption and biodiversity risk assessment, and 5)
circular use of sets, constructions and accessories in addition to 6) make-up, hairdressing and
costume considerations, such as the use of eco-labelled, toxic and cruelty-free materials and
cosmetics, 7) sustainable travel and commuting arrangements, 8) stage management (for
studio shootings), 9) technical production resources in electricity and lighting and special
effects and 10) post-production. (Ecoprod, n.d.). While the majority of the targeted actions are
meant to be planned alongside consultation with all production departments during pre-
production, certain actions are non-negotiable, comprising mandatory baseline considerations
ranging from thorough communication with all teams of cast, crew, and stakeholders, the
inclusion of a “designated person” overseeing sustainability on production sets, the calculation
of final carbon emissions, the drastic reduction of single-use plastics on set, alongside sorting
instructions for office and studio-based waste to the banning of private jets and helicopters for
all productions (Ibid, 2024). In turn, successful observance of actions granting a score of over
65% qualifies for the Ecoprod Label, in which case, the production’s application is assessed
and audited by AFNOR Certification (Ecoprod, n.d.). Simultaneously, considering that France is
the largest public funder in Europe (EAO, 2016:38), it was a matter of time before sustainability
was seen in the context of regional funding. For the first time in film funding history, producers
in the French region of Provence-Alpes-Cote-d'Azur were awarded €50,000 to implement
environmentally friendly measures on production sets, a support scheme allocated to 36
productions between 2010 and 2013 (Meyer, 2016: 47). Then, owning much to its influential
collaboration with Ecoprod, France’s Centre National du Cinéma (CNC) in 2014 launched its
programme of green grants, supporting 40% to 60% if the cost of investing in sustainable
production, and recognising the importance of research, further funding up to 70% of
expenses occurred during commissioned environmental studies for the sector (Heidsiek,
2015b:8). Subsequently, in 2017, the lle-de-France Film Commission also launched its eco-

bonus funding programme with € 50,000 awarded in a selective fashion to applicants who
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submit a production note with a budget estimate for costs associated with the implementation

of sustainability (Ibid, 2015b:8; Cineregio, 2020: 7).

6.3.3. The Flanders Audiovisual Fund (Belgium)

Approaching parity with the French sector’s regional film funding strategies, yet clearly on a
much smaller scale, brings us to the case of Belgium. In Belgium, the Vlaams Audiovisueel
Fonds (Flanders Audiovisual Fund, henceforward VAF) is the first film commission “to tie the
approval of funds to the environmental engagement of a production” (Green Film Making,
2014) and has been focusing on sustainable production since 2010, with the publication of its
Best Practice Guide while researching, developing and releasing its carbon calculator three
years later (Jetter, 2020: 16). The calculator, called e-Mission, and the methodology behind it
which was developed in partnership with eco-consultants Zero Emission Solutions (ZES) (Green
Film Shooting, 2014:4), became, as of 2013, a central part in accessing funding from the VAF
(EAQO, 2019: 78), whereby beneficiaries to the fund were expected to deliver a carbon footprint
of their productions sequentially during different production phases, (Green Film Shooting,
2014:4) in order to receive the allotted production support (ranging from € 47,500 to € 65,000)
in instalments. Coinciding with these instalments, the E-mission programme regulates progress
made in green production, awarding, for example, the last 10% of the funding to productions
that submit a final sustainability report (Jetter, 2020:42). Such funding has been used by the
VAF as leverage towards sustainability and awareness-raising amongst its recipients, helping
them to support further regional policies such as the Flemish Local Climate and Energy Pact
(launched in 2021) (EAO, 2019: 78), whereby Flemish cities and municipalities commit to the
European Green New Deal, by translating its strategies into tangible regional targets to be
achieved by 2030 (ABB Flanders, 2024:4). Simultaneously, the VAF also looks towards the
Sustainable Development framework as a “moral compass” by locating the relevance of its
SDGs into usable examples across the broad value chain of the audiovisual sector (Interreg

Europe, n.d.) As such, the VAF embeds the SDGs at all of its subsidy domains, ranging from

116



funding level, whereby SDGs inform policies behind sustainability funding for productions,
public events and procurement, and further at script level, to script development, where
sustainable topics and themes are encouraged and production, as well as cinemas and festivals
are encouraged to opt for sustainable more logistics, further promoting SDG literacy during

events and film-related panels (Ibid, n.d.)

6.3.4. The Green Shooting Card (Germany)

Arguably, one of the most advanced among the EU-27, combining efficiently the strategies
and approaches displayed in previous examples, is the case of Germany. In 2011, the city of
Hamburg was honoured with the European Commission’s European Green Capital Award
(Meyer, 2016:18). This special awarding scheme was based on the 2006 Tallinn Memorandum,
whereby cities that 1) achieve consistently high environmental standards, 2) commit to further
ambitious goals for environmental improvement and sustainable development, while 3) serving
as exemplary role models for other European cities are recognised for their innovations in
green thinking and action (European Commission, 2011:09-10). Towards this, and through its
Municipal Climate Protection 2007 plan, the city of Hamburg introduced— and met— some
very ambitious targets: tripling its use of renewable resources, developing its own 100% city-
owned energy supplier, providing electricity from climate-friendly sources in addition to
organic gas (Ibid, 2011:31), as well as further addressing the footprint of its media sector,
consisting of about 15400 companies providing work for over 65000 people (Ibid, 2011:14). As
such, in the same year the Film Commission Hamburg- Schleswig-Holstein initiated its Green
Shooting Card, under the motto “Avoid, Reuse, Recycle” (Meyer, 2016: 48). The Card acts as a
seal of approval, promoting the use of an eco-balance sheet guideline, in order to reduce
waste and consumption (Green Filmmaking, n.d.) through six key areas of intervention: 1)
equipment, with respect to reduction and recycling of electrical waste and the use of eco-
friendly material for props, 2) catering, via the use of regional and seasonal products,

avoidance of single-use plastics and sustainable waste management, 3) production office
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considerations, such as avoiding printed material, use of environmentally friendly paper and
double-sided printing, and use of green electricity within the premises, in addition to 4) a
carpooling-based use of e-cars and hybrid vehicles, while avoiding air travel, 5) use of energy-
efficient lighting technology and 6) the use of fixed (i.e. public power grids) or rechargeable
power sources on set, avoiding altogether the use of diesel generators (Meyer, 2016:37-38). To
qualify for a Green Shooting Card, productions have to meet four out of the six areas of
intervention (Ibid, 2016:47); in return, obtaining the Card would ensure more streamlined
cooperation with local permit issuers while bearing a mark of distinction, documenting and
communicating the project’s contribution towards the protection of the local environment
(Green Filmmaking, n.d.; EAO, 2019: 137). A salient point that needs to be made here is that
from the get-go, in order to create a pool of practitioners in the realm of sustainable
production, the Film Commission Hamburg nurtured a number of external collaborations by
engaging the local Hamburg Media School and further organising crash courses for students of

Environmental Science and Film Production (Heidsiek, 2016:3).

6.3.5. The Progressive Policies of the German Federal Film Board

Drawing inspiration from Hamburg’s example, in 2013, other German film funds in influential
positions, such as the MFG Baden-Wiirttemberg Film fund and the Medienboard Berlin-
Brandenburg followed suit, requesting certain (voluntary) practices from their funding
beneficiaries (Green Filmmaking, N.D.). Particularly in the case of Berlin, as part of the city’s
2016 coalition agreement between the Social Democratic Party of Germany (SPD), the Berlin
Regional Association and ALLIANCE 90/The Greens Berlin, the Mayor of Berlin categorically
stated that, in addition to maintaining and expanding the German capital as a filming location,
increased funding will be provided to strengthen sustainable film production, further
announcing that in the future, Berlin’s film fund will only award funding to projects with
“socially acceptable and ecological standards” (SPD et al., 2016:128), while in 2017, the

German Federal Film Board (Filmférderungsanstalt, henceforth FFA) introduced sustainability
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criteria in its cultural eligibility test structure (Greenberg Traurig, 2017: 6). Particularly in the EU,
the cultural test framework comprises one of the key funding criteria set forth by film funds,
and is based on a point system with a minimum threshold to qualify as eligible for funding; as
such, points are accrued based on the nationality of the talent, crew and cast, the shooting
language, copyright adaptations and the relevance of the audiovisual project towards the
history and locations of the country providing the subsidies (EAO, 2019:25-29). While the
environmental commitments introduced by the FFA were voluntary, beneficiary productions
opting out of such commitments were faced with deducted points in the cultural test
(Greenberg Traurig, 2017: 6). As such, the stage was gradually set in Germany for the adoption
of more decisive measures when leading German broadcasters such as Constantin Film,
Bavaria Film and Studio Hamburg, as well as ZDF, Netflix Germany, RTL Germany and Sky
Germany/Austria, jointly committed to a set of 22 minimum ecological standards in 2021
(Roxborough, 2021). Developed by Green Shooting (an initiative run by the aforementioned
production companies), leading sustainable production expert Phillip Gassmann and the
initiative Changemakers, the 22 standards (see section Literature Review) as of 2023 became a
requirement for both obtaining public funding as well as the Green Motion certification (Berg,
2024), a label that can be displayed on a film’s end credits, press kits and other promotional

material (Dams, 2021).

In 2017, neighbouring Austria’s domestic Environmental Agency launched its own green label
for film and TV productions as a counterpart to Germany’s Green Shooting Card (Heidsiek,
2017:5). Operating as part of Vienna's eco-business plan (OkobusinessPlan), the new Austrian
Ecolabel UZ76 “Green Producing” (henceforward,AE UZ76), was first piloted in 2016 by
calculating the CO2 balance of the late-night show “Willkommen Osterreich” (BMK and VKI,
2017:4). In the context of audiovisual production an “Ecolabel” has been used synonymously
and interchangeably with “certification” in the sense that both (voluntary) schemes are
certifiable, the difference being that the awarding party for an Ecolabel is a national (e.g.
Austrian state) or supranational (e.g. European Union) entity. In that capacity, the AE UZ76 has

served as a state-awarded quality seal driving the country’s green economy for over three
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decades, involving state entities such as the Federal Ministry for Climate Action, Environment,
Energy, Mobility, Innovation and Technology (BMK) and the Austrian Consumer Association
(VKI) in the development of criteria and indicators, while the certification itself is issued in
collaboration with independent third-party accredited bodies (Epple Druckfarben, N.D.). Thus,
subject to verification by competent authorities, criteria that have to be met are divided into
two categories: 1) criteria to be complied with by the production company as an enterprise
entity and 2) criteria applying to the respective film production. The first category includes
provisions such as the enterprise’s sustainability mission statement, the inclusion of a “Green
Producing Agent”, communication with production departments and their staff, arrangements
for environmentally friendly mobility, sourcing and use of office disposables (e.g. paper) in
accordance with other Austrian Ecolabel guidelines (e.g. AE UZ24 "Printed Products”) and
waste separation. The second category observes the promotion of environmentally friendly in
areas such as mobility by calculating the emissions of production vehicle fleets, location
scouting and environmental protection for sensitive ecosystems, separated waste collection
and wastewater disposal, and the use of portable toilets, all of which highlighted through
appropriate signage (BMK and VKI, 2017:8-11). Further, the use of ISO-type eco-labelled
products (paper and cleaning agents), sets designed for disassembly with a preference for
leased, reused or second-hand material, the provision and subsequent donation of ISO-
certified textiles and clothing, certified energy-saving equipment and local eco-certified
catering and a marked preference for accommodation enterprises (BMK and VKI, 2017:12-19).
Following the success of AE UZ76 seven years after its launch, existing and equally
sophisticated ecolabel UZ 62 122 “Green Meetings and Green Events” has been adapted for
the certification of the Vienna Shorts film festival, making it the first Austrian sector-related
event to be certified sustainable (Vienna Shorts, 2024). In addition, following the success of AE
UZ76 seven years after its launch, the existing and equally sophisticated ecolabel UZ 62 “Green
Meetings and Green Events” has been adapted for the quality certification of the Vienna Shorts
film festival, making it the first Austrian sector-related event to be certified sustainable (lbid,
2024). Created in 2010, the UZ 62 has a validity of six years, covering a variety of gathering

occasions, from congresses, fora, exhibition events and everything in between (Austrian
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Ecolabel, n.d.) while maintaining a similar structure of implemented criteria to UZ 76.
Moreover, as of 2018, the Lower Austrian Film Commission (LAFC) has been working to
underpin the implementation of AE UZ24 and the Austrian sector’s overall green transition with
the launch of its Evergreen Prisma, the first online sustainable production guideline and
directory in Austria (Heidsiek, 2020:13), and subsequently, the development of its free-of-
charge carbon calculator (designed for use within the UZ24 framework) (Ibid, 2021:19)
alongside the formation of Evergreen Prism Academy offering formal training courses for green
film consultants (LAFC, 2024); while in 2023, all such efforts were further streamlined with the
introduction of OFl+ 5% production support bonus, administered by the Austrian Film Institute

(Green Film Shooting, 2023).

6.4. Advocacy and Lobbying: Trans-European, Pan-Nordic and International

6.4.1. Cine Regio

As we have already established, fragmentation in terms of geopolitical alignment and sectoral
coordination remains a key obstacle (Kaapa, 2018:208-209) and one that has been addressed
en-masse by the sector as early as 2012 through strategic initiatives and screen industry
collaborations, arguably one of the most important of which came through the endeavours of
Cine-Regio, Europe’s largest network of regional funds (Soen, 2014: 69). Founded in 2005 as a
non-profit consortium of 15 regional film funds (54 out of 12 EU member states, as of now),
CineRegio formed its GreenRegio subgroup in 2012, aiming to share and promote knowledge
and best practices, developing a shared methodology for sustainability (CineRegio, n.d.a),
pertinent to the development of tools, measures, policy and training (Ibid, N.D.b) further
aligning such practices with the overall sector’'s CSR agenda (Evans and Dicks, 2014:4). In itself,
as a larger and more credible lobbying structure compared to the individual capacity of each
regional fund, Cine-Regio ensured that the personal interests of all its Green-Regio-affiliates

remained visible and at the forefront of European media policy (Soen, 2014: 70), leveraging
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greater influence particularly after 2014, when the lobby organisation became a part of the

European Union’s European Regional Development Fund (Hjort and Nannicelli, 2022:313).

6.4.2. Nordic Ecomedia Alliance

Another prominent region-specific approach to industry advocacy is the case of the Nordic Eco
Media Alliance (NEMA). Founded in 2020 by industry representatives, such as directors,
producers and sustainability managers, from Denmark, Norway, Sweden, Iceland and Finland,
and with funding from the Nordic Culture Fund and the Nordic Council of Ministers’ Culture
and Arts Programme (Nordic Film and TV Fund, n.d.), NEMA aligns its efforts and objectives
with an overall pan-Nordic transition strategy called Our Vision 2030. Under the aegis of Our
Vision, the Nordic prime ministers adopted a cooperative strategy for making the Nordic
region the most “sustainable and integrated” region in the world by pursuing progress in 45
key SDG indicators (Nordic Council of Ministers, 2021:4). This regional approach is heavily
informed by the environmental peculiarities of the Nordic region itself, whose constituent
countries share significant natural and geographical markers (e.g. Arctic Ocean, Baltic Sea),
historical ties and cultural proximity, in addition to the common (so-called Nordic) welfare
model characterised by effective public institutions promoting social equity, health and
wellbeing (Ibid, 2019: 5-7). Leveraging this shared culture and looking beyond the mere
adoption of best practices, NEMA advocates for a coherent structural change across the
Nordic audiovisual sector, particularly with respect to “runaway” co-productions and the
unsustainable financing structures that underline them, greatly contributing to the sector’s

ecological footprint (Nordic Film and TV Fund, n.d).
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6.4.3. The Clean Mobile Power Initiative

Another significant type of alliance partnership established to address the sector’s alignment
and coordination, though purely in technological terms, is that of the US-based Clean Mobile
Power Initiative (henceforward, CMPI). Formed in 2023 by Third Derivative, an organization
promoting the commercialisation of cleaner energy alternatives for the entertainment sector
and industry leaders such as Netflix and The Disney Group (Third Derivative, 2023), both of
which, as we've discussed, have been active partners in other key initiatives driving the sector’s
green transition, the CMPI specifically addresses, as its name suggests, the problem of mobile
energy on production sets. Currently, the entertainment industry relies on the use of diesel
generators, whose wide use accounts for approximately 15% of total emissions (BFl et al.,
2020:6), contributing the equivalent of 700,000 tons of CO2 annually (Third Derivative, 2023).
While by now this environmental impact is recognised by all industry stakeholders, there is still
a reluctance to adopt cleaner solutions available to the market (BFI et al., 2020:6) due to higher
upfront costs, lack of available solutions at scale, limited education and training pertinent to
their use and existing complex stakeholder relations and procurement practices across the
industry (Third Derivative, 2023). In turn, per the CMPI, solving this problem necessitates action
on three levels: 1) demand signalling for cleaner alternatives from major studios in the
entertainment industry, through 2) the publication of insights, guides and training material
advancing the operational integration of such solutions and further 3) establishing a
technological acceleration strategy with bespoke pilot opportunities on productions with allied
studios (lbid, 2023); a shift expected to reduce up to 84% and 82% equivalent CO2 emissions
through battery and green hydrogen-powered solutions respectively (Ibid, 2023). As such, and
in order to qualify as a “clean” solution, mobile power alternatives to diesel generators have to
meet certain criteria and specifications, such as producing up to 140-220 kW of three-phase
power on demand for up to 14 hours; being able to be towed by Class 4 or 5 trucks whilst
operating independently of stationary fuel and electricity supply sources (RMI, 2023). Further,
such solutions should be considerably mobile and reliable, meeting current safety

requirements for portable power distribution systems and providing direct current and fast
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charging for vehicles, equipment, and other on-location needs while becoming cost-
competitive by 2030 (Ibid, 2023). Moreover, through its Cohort programme, the CMPI has
identified ten companies with innovative solutions, ranging from storing energy in large banks
of lithium-ion batteries, the conversion of electric vehicle batteries into mobile, multipurpose
connected power systems, the use of over-the-road energy delivery trailers, to mobile nano-
grid technology utilising solar panels, green hydrogen production and storage, with optional

wind turbine and atmospheric water generation (Third Derivative, 2023).

6.4.5. Entertainment and Culture for Climate Action

In the form of a conclusion to the previous case studies, a more recent addition to influential
advocacy and lobbying initiatives includes the contribution of the UN-backed initiative
Entertainment and Culture for Climate Action (ECCA). Founded in 2023 with the underlying
principle that the Entertainment and Cultural sector “possesses valuable expertise in cultural
and narrative strategy” in audience engagement towards ambitious climate and sustainability
initiatives, ECCA explicitly frames the need for both relevant, sustainable content and
audiovisual production methods in the context of the United Nations Global Climate Action
agenda (ECCA, 2023:1-2). As such, the initiative extends its invitation to various industry
stakeholders, which include production companies, studios and broadcasters, film
commissions, festivals and policymakers, educational institutions, trade associations, labour
unions and guilds, as well as activist and grassroots organisations and non-profit foundations
(ENZA, 2023:3-4). Current signatories of ECCA’s Accord (which exceeds 430 at the time of this
writing) are expected to implement at least five of its Climate Action Pathways (Ibid, 2023).
Subject to reporting transparency procedures and practices submitted in the UN’s Framework
Convention on Climate Change (UNFCCC) Data Portal, such Pathways include 1) net-zero
commitments in the production of audiovisual material and its constituent value chains, 2) the
use of storytelling in interdisciplinary arts in catalysing climate action and awareness among

audiences, 3) the preservation and regeneration of biological diversity through more
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responsible industry planning, 4) the acceleration of knowledge-sharing with the creative
industries and 5) the promotion of widespread climate action through mitigation and

adaptation strategies at local, national and global levels (lbid, 2023).

6.5. Sustainable Production Awards

Aiming for an industry-wide impact by recognising, promoting, and awarding best practices,
simultaneously with establishing benchmarks for excellence and innovation in sustainability and
diversity within global audiovisual production, is the case of the Global Production Awards
(henceforward, GPA). Created in 2023 by Media Business Insight-owned Screen International
and Broadcast trade journals as well as KFTV (colloquially referred to as “Kemps”; a leading
international audiovisual directory for production services) alongside the support of Olsberg
SPI, a leading strategy consultancy for the creative industries, the GPA is an annual event open
to all organisations and companies working in film and TV, including studios, production teams
and companies, film commissions as well as filming locations and destinations, suppliers and
manufacturers (Broadcast Now, 2023). Inaugurated during the same year’s Cannes Film
Festival, and with a jury consisting of representatives and executives from Warner Bros.
Discovery, NBC Universal, Amazon Studios, the CNC (Centre national du cinéma; France's
National Centre of Cinematography and Animated Pictures), the European Women'’s
Audiovisual Network, the BFI, BAFTA Albert, and the Italian DGCA-MiC (Direzione Generale
Cinema e Audiovisivo - Ministero della Cultura; Directorate General for Cinema and
Audiovisual-Ministry of Culture) among others (Screen Daily, 2023b), the GPA event introduced
12 (15 as of 2024) unique awarding categories, expanding conventional awarding classification
boundaries such as e.g. motion-picture-related arts and crafts (i.e. direction, photography,
editing), genres, subgenres or a film’s artistic and commercial orientations (Kersten and
Verboort, 2013: 3). Instead, such categories recognise significant green production initiatives
undertaken by films commissions and production companies (Sustainability Initiative Award),

productions with effect sustainability plans reducing their carbon footprint [(Scripted and
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Unscripted) Sustainable Production Awards] while benefiting that host them local communities
(Community Impact Award); productions that effectively promote inclusive practices (Diversity,
Equity and Inclusion Award); film commissions demonstrating an increased number of
productions and attractive incentives, alongside improved levels of services, growing crew
base and infrastructure (Film Commission of the Year Award); locations of creative importance
in production and storytelling (Emerging Location Award); sustainable, innovative and efficient
operations (Physical Production Innovation Award); creative use of locations in scripted and
unscripted entertainment (Outstanding Use of Locations Award) alongside adaptable, efficient
and sustainable-oriented studio services (Studio of the Year Award), efficient and low-carbon
footprint Virtual Production workflows (Virtual Production Award) and a Special Recognition

Award for outstanding contributions in sustainable production (GPA,n.d.).
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7. Production Cultures of the Italian Audiovisual Industry

7.1. Introduction

The present study will posit that while sustainable production and distribution are relatively
recent concerns for the Italian audiovisual industry (post-2010s), they will nevertheless inform
increasingly how audiovisual material will be commercially produced and distributed in the
future. This proposition is supported by considerable evidence; first and foremost being the
2021 budgetary interventions of N.G.E.U. targeting audiovisual production (Cinecitta) and
distribution (improvement in the efficiency of cinemas and theatres) via the adoption and
subsequent implementation of N.R.R.P (Italia Domani, n.d.; Culture Action Europe, 2021;
Fabbrini, 2022). Secondly, our study will also propose that such an industry-specific reform can
be seen in the context of a broader momentum of initiatives and actions that aim to promote
sustainable development and a green transition in various other sectors. Such agendas often
share strongly interlinked and mutually reinforcing processes, ranging from small, everyday
changes in civil and entrepreneurial conduct to the far-reaching and long-term regional and
transnational reforms promoted by policy networks. Prominent examples include both legally
binding and non-binding commitments such as the European Green Deal (“"EU climate
neutrality by 2050”) in conjunction with The Paris Agreement (“keeping the rise in mean global
temperature to well below 2 °C”), and the 2030 United Nations Agenda for Sustainable
Development (“ending poverty, protecting the planet 2 and improving the lives and prospects

of everyone, everywhere”).

However, in order to avoid grossly over- or under-estimating the audiovisual industry’s green
transition initial and long-term impact, we need to, on the one hand, critically assess its
viability, anticipated influence and potential disruption over modes of film and broadcast
media production developed over time in ltaly alongside the deeply embedded cultural,

political and financial institutions that rely on the continuance of such production modes.
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Simultaneously, It is important to establish a framework for identifying the opposing forces,
such as cultural and political mechanisms, that, whether intentionally or unintentionally, have
acted and currently act as barriers to such a process. Hence, a chronological analysis of the
ltalian film industry with particular respect to its modes of production that simultaneously
explores the interplay between political and cultural institutions, as well as the role of

audiences, will follow below.

Further, we posit here that formulating a history of Sustainability in Italian audiovisual
production is inherently complex as it entails considering and constructing two distinct
historical timelines: 1) a history of film and media production in Italy and 2) a history of
sustainability in Italian film and media production. As the following discussion intends to show,
while these two timelines do not appear to engage with each other as historical factors, in the
sense that the first timeline precipitates or causally justifies the advent of the second, we will
nevertheless make the argument that developments in the second timeline, such as proactive
environmental policies and strategies, will increasingly inform how audiovisual material will be
commercially developed, produced, and exhibited in Italy, therefore challenging (to an extent)

the embedded cultural, political and financial developments addressed in the first timeline.

7.2. A Historical Overview of the Italian Audiovisual Sector

The cinema was born in Europe, with the invention and subsequent patent of the
Cinematographe in February 1985 by brothers Auguste and Louis Lumiére (DPMA, 2022;
European Parliament, 2014:2). In ltaly that same year, Filoteo Alberini obtained a licence for
shooting, projection and the development of film for his invention Kinematografo , which he
introduced at the Florence Prefettura (Degli-Esposti Reinert, 2000:223). Insufficient capital
prevented, however, Alberini's invention from catching up with the competition of the
Lumieres brothers, whose cinematographe promptly made its first appearance in Italy in 1896

(Sorlin, 1996:16). Following an enthusiastically received show in Milan, what began as a
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travelling attraction became a highly sought-after spectacle, with permanent cinema halls

opening in Rome, Naples and Turin by 1899 (Celli and Cottino-Jones, 2007:9).

Equally, in the first two decades of the 1900s and as silent films were produced primarily inside
studios with artificial lighting, Italy also witnessed the founding and rapid development of some
of its most seminal studios, such as the Rome-based Cines in 1906 and the Turin-based
Ambrosio Film in 1904, followed Itala Film in 1907 (Degli-Esposti Reinert, 2000: 223). Italian
nobles and wealthy people were among the first investors in the early film industry, who saw it
as a form of investment rather than as a medium for social and cultural progress (lbid,
2000:223). Thus, together with the ever-increasing private investments, and while balancing
technology, artistry and aesthetics with low-cost labour (Ibid, 2000:223), the early Italian film
industry saw its expansion and consolidation as an industrial organization, both in its domestic

market as well as the markets of Europe and North America (lbid, 2000:224).

To quote Bernadini (1989:341), by 1909, cinema had evolved from a scientific curiosity into a
vigorous new branch of show business, and with the Italian film industry already an
independent entity with its own industrial and commercial base: Cines was present in most
other European capitals, alongside a branch of operations in New York (Degli-Esposti Reinert,
2000:223), shooting on an average one film every day by 1911, while Ambrosio one every two
days and Itala one every three days (Sorlin, 1996:30). This pattern of development rendered
ltaly, together with Denmark, the third-largest exporter of films in the world (Ibid, 1994:44),
with France leading at the top (Bernadini, 1989:347). Combined together, all EU productions

were, at the time, supplying over half of the American market (Bakker, 2003:3).

Simultaneously, however, Italy’s effort to lead in the silent era of international distribution was
gradually undermined in the years leading to the First World War. First, Franco-American
competition in distribution meant Italian films were less frequently screened, then the industry’s
own failure to implement verticalisation brought about an economic recession in the

production sector (Parc, 2020:10), causing a general drop in production and sales, which was
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reflected in the balance sheets of 1909 (Bernadini, 1989:342). In short, vertical integration as a
strategy in the context of film production is exemplified by the major Hollywood studios that
maintain control over activities spanning both production and distribution, allowing them thus
to spread risks over several films while reinvesting their profits in new projects (European
Parliament, 2014:1). In contrast to the North American model, the European model revolved
around a mere few large vertically integrated film companies and a greater number of small-
medium companies (Nicoli, 2017:7). As a result, production companies then reacted by
adopting more rigorous budgets and seeking thriftier production methods, while the smaller
firms, finding themselves on the brink of foreclosure, sought new loans, dunning their creditors
(Ibid, 1989:342). Any effort, though, to move in a different direction was interrupted by the
advent of World War | (1914-1918), whereby the crisis of the Italian economy greatly influenced
its film industry, forcing thus it to open its market to American films (Degli-Esposti Reinert,
2000:225). As such, after the war, the EU film industry’s market share dynamic ran in reverse:
films shown in Europe by then overwhelmingly came from Hollywood studios, while US
distribution of European films was limited (Bakker, 2003). As a result of the broader post-war
economic crisis, short-term capital was in short supply, and the banks acquired huge quantities
of government bonds instead of lending money to the firms (Sorlin, 1996:53). As Italy lost its
international market share, many studios went bankrupt (Celli and Cottino-Jones, 2007:26),
alongside important financial backers of the industry, such as Banca Italiana di Sconto (Degli-

Esposti Reinert, 2000:226).

With the advent of the Fascist regime in 1922, censorship was imposed on the film industry,
confining it to the government's ideology (Degli-Esposti Reinert, 2000:226). As part of this
agenda, the LUCE Institute (L'Unione Cinematografica Educativa) was formed in 1924 (Ibid),
producing documentaries and newsreels whose projection became obligatory in Italian
theatres by 1926 (Celli and Cottino-Jones, 2007:27). A noteworthy observation is that LUCE,
which was supposed to serve as a newsreel and film archive, was given substantial government
support, yet no help was provided to the general commercial production of films (Degli-Esposti

Reinert, 2000:226). Thus, LUCE was the only governmental producer of movies, with private
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companies producing all other feature films (Sorlin, 1996:52). Despite not wanting to be
nationalised, the studios wanted the state’s support, with 371 feature-length films shot in 1920
(the peak year), declining to 114 in 1923, and subsequently to a mere 8 in 1930 (lbid, 1996:53).
While political changes were unfolding, American film studios began to arrive in ltaly to make
their films on location and to take advantage of Italian expertise and craftsmanship. Notably,
MGM filmed parts of the first version of Ben Hur (Dir. Fred Niblo, 1925) in the Cines studios in
Rome, gradually establishing their production and distribution offices in Italy (Celli and Cottino-
Jones, 2007:27).

By 1923, MGM'’s Italian distribution office paved the way for US films to Italian audiences at the
expense of native conglomerate Unione Cinematografica Italiana (UCI), which went bankrupt in
1926 (Parc, 2020:10). At this point, another significant change occurred with the introduction of
sound films in 1929. In contrast with silent films, the “talkies”, as they colloquially became
known, clearly revealed the nationality of the performers, as the audience could, for the first
time, hear the language used (Ibid, 2020:11). Adapting to this mode of production posed a
further challenge, as by then, “standard” Italian was not the dominant language in the country.
Besides being used by political and religious authorities or taught in universities and high
schools, the vast majority of Italians still used local or regional dialects (Sorlin, 1996:10). In fact,
this new advancement triggered more engagement with US films in Europe's cultural sphere
(Parc, 2020:11). As such, filmmakers of the time have actively co-operated in giving present-day
ltalian status as the most commonly spoken idiom (Sorlin, 1996:10). At the same time, more
adversity came on an international level through the economic shock of the Great Depression
(1929-1939). The Great Depression caused a devaluation of the Italian lira in 1936, resulting in
a 60 per cent rise in living costs from 1931 to 1941 (Sorlin, 1996:69). As a result, state control
increased with the formation of large state-run industrial holding companies, such as the IMI,
the IRI, (postwar ENI), and a national pension system, the INPS, created in 1933 (Celli and
Cottino-Jones, 2007:23). Considering the level of state involvement in economic affairs, by the
late 1930s, Fascist Italy was as heavily involved in the economy as Soviet Russia (Ibid). As a

result, Italy, as well as other European countries, focused on its domestic market and adhered
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to protectionist policies while increasing exports and reducing imports (Parc, 2020:9). In the
cultural sphere, the Fascist regime introduced regulations in 1933 that forbade lItalian films to
be dubbed into other languages, simultaneously ensuring that all foreign films were dubbed in
ltalian (Ibid, 2020:10), a characteristic Italian practice that was already gaining ground from
1932 (Celli and Cottino-Jones, 2007:25). Additionally, in 1934, the Fascist regime created its
own General Directorate for Cinematography (Direzione Generale per le Cinematografia), as
well as opened Cinecitta in 1937, a film studio complex in the outskirts of Rome that allowed
all aspects of filmmaking to be completed under one roof (Parc, 2020:10). The production
structure of Cinecitta was comparable to that of Hollywood studios (Degli-Esposti Reinert,
2000), whose productions at the time enjoyed nearly three-fourths of the Italian market,
compared to the 32 domestically produced films (amounting to a mere 13 per cent of market
share)(Celli and Cottino-Jones, 2007). The noted, almost immediate, success of Cinecitta was
enhanced by the closure of the domestic film market to US productions in 1938 (Degli-Esposti
Reinert, 2000:228) at a time when American producers rejected the Fascist government's
monopoly on foreign film distribution (Celli and Cottino-Jones, 2007:25). Gradually, and with
trade barriers in place, 177 films were produced by 1942, which accounted for over half of the

domestic market (Ibid, 2007:28).

Film production in ltaly was never dominated by large studios in the immediate post-war
period (Gundle et al., 2020:1). Cinecitta could not offer much after its inactivity during the war
years (Degli-Esposti Reinert, 2000:229), though companies such as Lux and Titanus were still
engaged in continuous film production on different market levels (Gundle et al., 2020:1).
Consequently, only 54 films were made in Italy in 1948, compared with 874 imported (668 from
the United States), and only 13% of box office receipts went to Italian filmmakers (Celli and
Cottino-Jones, 2007:71). However, the industry survived and slowly started to revive itself,
thanks to the activity of a few directors (Degli-Esposti Reinert, 2000:229), who gave birth to
Neorealism, one of the most important currents of world cinema (Sorlin, 1996:69). A distinctive
feature of Neorealism was utilising location shooting as an inexpensive means of production;

through the use of natural settings, city streets and landscapes as a backdrop to stories drawn
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from their collective experiences of the war (Degli-Esposti Reinert, 2000:229). However, the
reviving effort was undermined by the passage of the Andreotti Law in 1949, which was openly
hostile to perceived negative images of Italy allegedly perpetuated by neorealist films (lbid,
2000:229). In itself another form of state control (Ibid), the legislation sought nevertheless to
revive films of Italian origin by granting them tax reduction eligibility and mandating their

screening in theatres while taxing imported films (Celli and Cottino-Jones, 2007:71).

Simultaneously, the end of World War II, and within that, the end of Fascist centralisation, also
brought about the cultural determination to place cinema at the service of a project of social
and political renewal, which led to a number of novel and cooperative production initiatives, as
Gundle (Gundle et al., 2020:2), very succinctly points out. Preceded by an “experimental” co-
production agreement between Italy and France in 1946 (Parc, 2020:7), the Franco-ltalian Co-
Production Agreement, as it became known, granted co-production status to “quality films”
involving a substantial production budget, provided that all arrangements were co-signed by
the federations of French and Italian technicians and producers’ associations (Jackel,
2003:232). In addition, the agreement represented a genuine compromise in cultural
production, where notions of “indigenous”, "European”, and "quality" were brought together
in a manner devoid of “bourgeois taste” or the signs of an elitist and high-brow culture usually
associated with European cultural production (Ibid, 2003:240). As Parc (2020:1) asserts, the
bilateral cooperation stemming from co-productions was perceived as having several
significant benefits, most notably: 1) the use of government incentives to share financial
burdens and risks among partners, 2) the distribution of films in more than one country to
increase market size, 3) advancing technology and skills in the filmmaking and related sectors
through spillovers and learning from partnerships, and 4) the promotion of cultural diversity
through the introduction of different film styles to the market as well as the enhancement of
cultural interaction among partners. This production mode proved to be particularly fruitful, as
ltaly and France together co-produced over 2,000 films between 1949 and 2013 (Roger,
2021:8). Simultaneously by being a prime example of transnational collaboration, other

European national cinemas (notably Spain, Germany, Holland, Hungary, Sweden and Denmark)
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followed suit, in a manner that, by the mid-50s, a number of European film producers and
government officials had strong hopes for the creation of a ‘European Film Community’ (Jackel,

2003:239).

During the late 1950s and early 1960s, the Italian economy grew dramatically; the
establishment of the European Common Market by the Treaty of Rome in 1957 helped pave
the way to increased exports, rendering Italian industrial production the seventh-largest
worldwide (Celli and Cottino-Jones, 2007:85). Equally, on the cinema front, the Italian film
industry ranked second only to Hollywood (Ibid, 2007:80); with more domestic films available
to Italian audiences in the 1960s and fewer American ones than at any other time in the history
of Italian cinema (Sorlin, 1996:142). Such a market share increase was accelerated by the
expansion of domestic production houses throughout the early 1960s, to the point that
between 1965 and 1970, there were four hundred of them (Degli-Esposti Reinert, 2000:230). It
also owed much to the retrenchment of the Hollywood studio system itself: on the one hand,
the earlier Paramount antitrust legislation of 1948 forbade American studios to own theatres,
thus dismantling its distribution network; on the other, with a marked decrease in spectatorship
of Hollywood productions due to competition with the newly introduced television
broadcasting (Celli and Cottino-Jones, 2007:86), which as we will discuss later on, proved to be
a mixed blessing for the Italian film industry, offering both opportunities and challenges. In
addition, as part of the wider reformist tendencies of the 1960s that characterised ltalian
politics (Ibid, 2007:83), along came the awareness that domestic cinema needed public
support (Teti et al., 2019:52). Thus, in 1965, the Corona Law (Legge Corona) was passed, which
by recognising the film sector’s cultural, economic and social importance (Teichmann and
Murschetz et al, 2018:337), granted state subsidies of 30% of a film's budget to profit-sharing
associations (Sorlin, 1996:148). The Corona Law established the FUS (Fondo Unico per lo
Spettacolo-Performing Arts Fund) as the only legal entity dedicated to promoting arts and
culture in the Italian territory, including opera, cinema, music, dance, theatre and drama
(Teichmann and Murschetz, 2018:337). Building on FUS’ legacy, similar reforms were

subsequently enacted, and funds were created in 1985 and 1994 (Teti et al., 2019:52).
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As the 1970s drew near, Italian cinema gradually began to lose its mass appeal due to the
completion of television and became more of a high-brow art form, such as the theatre (Nicoli,
2017:9). This decline in attendance amounted to about half a million cinema-goers by 1975
(Celli and Cottino-Jones, 2007:116). ltalian television's initial phase coincided with the public
service monopoly, as did that of other European countries (Buonanno, 2008:20). The
transmission service started in 1954 with Italian state television RAIl (Radioaudiovisione italiana),
with about half of all families owning a television set over ten years later (Ibid, 2008:14; Celli
and Cottino-Jones, 2007:80). As in the United States, audiences were captivated immediately
by the new medium (Celli and Cottino-Jones, 2007:80); indeed, many of them travelled on foot
or by bicycle for several miles every evening to access the new medium in equipped bars,
taverns, clubs, churches and cinemas (Buonanno, 2008:14). As a state-owned broadcaster,
RAl's shareholders are The Ministry of Economic Development, with a 99.56% stake and the
ltalian Society of Authors and publishers, with 0.44% (Richeri and Prario, 2016:191), while
politically, it has always been aligned with the ruling Christian Democratic Party since its
founding (Celli and Cottino-Jones, 2007:115). In 1960, the Italian Constitutional Court formally
approved state monopolies for broadcasting, though paradoxically also expressed a desire for
diversity. This tension led to the establishment of RAl 2 in 1961, which, aligned with the
Socialist Party, provided such diversity through the presentation of other political views and
viewpoints, adding to the network's programming schedule, which, until then, had only been
broadcast via its main channel, RAI 1 (Ardizzoni and Ferrari, 2010:xii). In 1975, the public
monopoly ended, and private companies proliferated from 1976 onwards in a rapid and
unsupervised manner; during some periods, there were more than one hundred channels

broadcasting (Sorlin, 1996:145).

In this milieu, television tycoon and future Prime Minister of Italy in four governments (1994-
1995; 2001-2006 and 2008-2011, respectively) Silvio Berlusconi entered the media market with
the launching of Mediaset in 1978, a mass media conglomerate, alongside founding and

acquiring several other private television stations (Canale 5 in 1980, Italia Uno in 1982 and Rete
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Quattro in 1984), alongside publishing networks (Rusconi in 1982, and Mondadori in 1984)
alongside film distribution company Medusa in the 1990s, all operating under Berlusconi-
owned Fininvest media holdings company (Celli and Cottino-Jones, 2007:115; Ardizzoni and
Ferrari, 2010:xiii; Richeri and Prairie, 2016:184). By 1984, the Mediaset Group became the
second-largest television broadcaster in competition with RAI, with both having three national
television channels (Richieri and Prairie, 2016:191). The combination of these printing and
television holdings would give Berlusconi an unprecedented stake in the Italian media,
particularly when combined with the political influence he could exert over RAI state television
through appointments in the state agency (Celli and Cottino-Jones, 2007:128). As such, by
1984, a duopoly dominated the Italian television industry, with RAI and Fininvest's Mediaset
holding 92% of its market share (Richieri and Prairie, 2016:190). Besides programmes modelled
after American television, such as quiz shows, the availability of films via cable outlets and
satellite dishes increased competition for traditional cinemas (Celli and Cottino-Jones,
2007:145). As Degli-Esposti Reinert (2000:230-231) suggests, it is useful to identify the
production methods that stem from the relationship between cinema and television at the
time: first, a regular feature film intended for movie houses but produced by TV; second, a film
produced for television programming; and third, a film intended for television audiences but
with a narrative structure and duration comparable to a feature film and shot on 16-mm rather

than 35-mm film at a low budget (Ibid).

While throughout the 1980s, television was bitterly accused by producers and filmmakers of
stealing their audiences, by the 1990s, it was evident that television signalled another type of
demand, unconnected with picture theatres and that in reaching wider audiences, the studios
had to collaborate with television and adopt techniques and standards alien to their production
workflows (Sorlin, 1996:146). In fact, such a compromise proved useful: films have also received
substantial financial support from television (through advertising on private TV channels and
from RAIl fees), and as independent networks emerged, unable to produce their own content,

cinema was given another chance (lbid), though evidently resulting in a more televisual than
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filmic aesthetic type of content (Degli-Esposti Reinert, 2000: 231). Nevertheless, domestic
cinema attendance to theatrical releases became even more scarce; after falling to 83,000 in
1992, the number rebounded to the low hundreds of thousands in the following years (Celli
and Cottino-Jones, 2007:116). As such, ltalian film production, much like everyone else, had to
assume a much more complex model in its exploitation of films-as-products, including cinema
release, pay-television broadcast, satellite, and further digital terrestrial, television broadcast,
videocassette sales to Italian news kiosks, as well as games, music cassettes, and packaged
sales to minor satellite channels (Wood, 2017:306). On a macro-level, an EU mandate for
cultural action was affirmed in 1993 at the Treaty of Maastricht, which addressed the crisis in
the film sector across the EU. In addition to asserting the EU's responsibility to take into
account cultural aspects in all of its activities, the principle of subsidiarity was also emphasised,
underlining the EU's complementary role in the policy-making process (De Vinck and Pauwels,
2017:105). Therefore, the making of national broadcasting policies was becoming increasingly
influenced by non-domestic actors, primarily due to subsequent technological advances and

the ideological shift toward neoliberalism (Ardizzoni and Ferrari, 2010:3).

The 2000s were dominated by significant shifts in economics, politics, and technology. In 2001,
Forza Italia, led by Silvio Berlusconi, won the Italian general elections, forming a coalition
government with Gianfranco Fini (National Alliance) and Umberto Bossi (Northern League).
Thus, Berlusconi continued to influence overall broadcast market dynamics (Ardizzoni and
Ferrari, 2010:17) by drafting policies to his advantage: in 2004, the Italian government passed
the Gasparri Law, a new media holdings law that redefined several products and services
unbound by existing regulations (Richeri and Prario, 2016:183). The new law banned corporate
entities from owning more than 20% of the Italian media market (lbid). In theory, such a law
would have thwarted the established dual domination of Mediaset and RAI, a duopoly that
amounted to 45 per cent in audience shares for each party (Haraszti, 2005:3). Unsurprisingly,
though, the Berlusconi government's broadcasting policies (2001-2006) were largely driven by

Mediaset's needs (Richeri and Prario, 2016:184); thus allowing Mediaset to maintain its
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dominant position in broadcasting without violating antitrust limits (Hibberd, 2007:899). As
such, this self-serving legislation was renewed in 2011 (Richieri and Prario, 2016), during
Berlusconi’s last presidential tenure. Simultaneously, Berlusconi's government, concerned with
saving money, drastically reduced performing arts credits in 2004 (Sorlin, 2012:55). However,
while a decade-long trend at the national level pointed to 36,4% budget cuts from the Ministry
of Culture (MIBAC) in the period 2001-2011, amounting to 0,19% of total public expenditure
by 2012 (Sacco, 2012:50), movie production in Italy continued to increase, with more feature
films produced between 2006-2010 than the previous five years (Sorlin, 2012:56). Partly, this
increased activity in film production could be attributed to technological advancements both in
the production as well distribution of audiovisual material. Throughout the 2000s, major
technological shifts in television distribution models took place after digital terrestrial television
(DTT) was introduced in ltaly in 2004, providing new, both free and subscription-paid channels
to audiences while rapidly replacing traditional analogue television (ATV) (Richeri and Prario,
2016:189). Yet despite the budget cuts, Italian law also introduced tax incentives in the form of
tax shelters and credits for film productions in 2007 (Teti et al., 2019: 53). While the tax shelter
support scheme was dropped in 2011 due to being rarely utilised on account of its
requirement for production companies to reinvest all of their profits in future productions, tax
credits became a widespread support system, allocating 15% credits for domestic productions
(provided that 80% of production costs were spent in Italy) and 40% for instances of external
investments (Ibid). Moreover, a further 25% tax credit was allocated for the executive
production of foreign films and a 10% credit for distribution costs of Italian films (Ibid).
Simultaneously, the decade saw consumption trends affected by new modes of access to
audiovisual content, such as satellite pay TV, Internet Protocol television (IPTV), mobile TV, and
web TV (Ibid), the advent of Web.2.0., as well as widespread forms of “informal film
distribution” (Lobato, 2012:4) such as online piracy, as a result of wider, internet access.
Simultaneously, a parallel revolution was underway in the United States: by 2003, US cable
providers had spent $165 billion overhauling their networks for high-speed internet (Conviva,
2021). These upgrades were essential in setting the stage for online video and on-demand

content in the US and, subsequently, OTT or Over-the-Top media services (Ibid) such as
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Netflix, Amazon, Hulu, and AppleTV. As ltaly upgraded its broadband infrastructure with higher
internet speeds and more households were equipped with new-generation TV sets, Netflix
made its arrival in Italy in 2015, competing with satellite television Sky Italia, Mediaset Premium
DDT (defunct as of 2019) and other subscription-based terrestrial channels (Anderson and
Rolfe, 2015).

Internationally, the takeover of digitization was seen as capable of changing the film sector’s
traditional value chain, introducing new stakeholders in the film distribution market, such as the
telecommunications industry, and simultaneously altering audiovisual content consumption in a
manner driven not only by content but also context and comfort (De Vinck and Pauwels,
2015:116). Costs associated with distribution - 'the Achilles heel of European cinema'
(European Parliament, 2014:8) went down, and more importantly, distribution became global
(Waldfogel, 2017:200) with simultaneous customisation for different target groups by the
addition of subtitles and multi-language dubbing. As such, more distributors became willing to
take risks on European film releases (De Vinck and Pauwels, 2015:116). As an extension, the
“welfare effects of digitization” (Waldfogel, 2017:209) also extended to production: on the one
hand, with filming equipment becoming cheaper, and on the other, with more content being
produced through cross-border collaboration, sometimes through innovative co-production

and financing models (De Vinck and Pauwels, 2015:116).

In 2020, the global COVID-19 pandemic caused devastating socioeconomic consequences.
However, the pandemic has also initiated unprecedented policy developments in the European
Union, fundamentally altering the outlook for European integration (Fabbrini, 2022:2). A key
policy instrument established by the European Union (EU) to deal with the socioeconomic
consequences of the COVID-19 pandemic is the "Next Generation E.U." (N.G.E.U.) Recovery
Fund (Ibid). N.G.E.U. empowered the European Commission to issue common bonds on the
financial markets, raising €750 billion for the EU. (Ibid) As required by legislation, a National
Recovery and Resilience Plan (N.R.R.P.) was adopted by the Italian Government, led at the time

by Mario Draghi, setting clear spending priorities for an innovative, green and digital transition,
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in order to support the economic recovery beyond the health crisis (Ibid). As part of this
initiative, a major financial boost was given to the Italian cultural ecosystem, allocating a total
budget of 600 million Euros to the development of its audiovisual sector (Italia Domani, n.d.).
The first major investment concerns Cinecitta Studios. Since July 2017, Cinecitta S.p.a., the
state-owned company (whose main shareholder is MIBAC), has been in charge of managing
Cinecitta Studios and postproduction labs (Film ltalia, 2017). However, by 2019, Cinecitta
Studios were not able to meet 70% of contemporary international production demands in
terms of the capacity on offer: owning to a production structure conceived in 1937 to meet the
production needs of that time (Cinecitta S.p.A., 2021:4), the absence of large stages (over 2000
square meters) as well as equipping existing stages with the latest production technologies,
such as virtual stage, underwater shooting stage and motion control, has driven productions to
towards competing studios, resulting in losses of approximately 25 million Euros (Parlamento
ltaliano, 2021). As such, $300m has been set aside by N.R.R.P. for investment in the
development, for the period running from 2021 to 2026 (Goodfellow, 2022). Such
developments will aim to upgrade Cinecitta Studios’ capacity on multiple fronts: 1)
constructing brand-new studios while reviving existing studio spaces, and investing in cutting-
edge technologies, systems and services, and 2) the construction of six brand-new high-tech
theatres in an area of 473,000 square meters with annexes and services, together with related
systems and roads (Parlamento ltaliano, 2021). Moreover, significant attention will be paid to
identifying eco-sustainable techniques and technologies that will reduce environmental impact
at all stages of the production cycle, with an emphasis on lighting, mobility, and set
construction using plant and technological solutions (Ibid). Other investments in the stimulus
package target the production and training activities for the Experimental Center of
Cinematography, and the restoration of Cineteca; in terms of the preservation and
conservation of its heritage and its migration to digital platforms, as well as the capacity
building of professionals, with organisational/managerial, creative/artistic and technical skillsets
(Ibid). Simultaneously, an additional 300 million Euros were allocated to the improvement of

the efficiency of buildings tied to the creative and cultural sectors, ensuring that cinemas,
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theatres and museums, all of which often are found within old and obsolete structures, will

operate with reduced environmental impact (Italia Domani, n.d.).

Meanwhile, the 2020s also saw the consolidation of domestic regional film commissions, which
actively promote the rediscovery of film locations’ touristic value through cinema and television
(Schoonover and Corsi, 2020:130). Established by regional authorities (Italia Film Service, n.d.),
Film Commissions pursue objectives of public interest for audiovisual initiatives in the reference
territory, providing logistical assistance, mapping of qualified manpower and the provision of
services (Cabrera-Blazquez et al., 2019) as well as assistance with location scouting, the
obtainment of shooting permits, and the negotiation of reasonable expenses for travel and
accommodation, in addition to regional film funds (Italia Film Service, 2022). Among the top
regional funds in terms of support volume are provided in the Apulia Region (Apulia Film Fund
2018/2020 and Apulia Promotion Film Fund), the Piedmont Region (FIP Film Investment
Piedmont, Piemonte Doc Film Fund and Torino FilmLab), the Lazio Region (Lazio Cinema
International and Lazio Cinema and Audiovisual Fund), and the Alto Adige Region (IDM Film
Fund) (Blazquez et al., 2019:54; ltalia Film Service, 2022). Other ongoing initiatives include the
Friuli Venezia Giulia Film Commission (Trieste), Lombardia Film Commission (Milano), Lucania
Film Commission (Potenza, Basilicata), Film Commission Vallée D'Aoste (Aoste Valley), Film
Commission Regione Campania (Napoli), Sardegna Film Commission (Cagliari), Toscana Film
Commission (Firenze), Trentino Film Commission (Trento), Venice Film Commission (Venezia),
Veneto Film and Audiovisual Fund (Veneto), Emilia Romagna Film Commission and Bologna
Film Commission (Bologna), Sicilia Film Commission (Palermo), Fondazione Calabria Film
Commission (Catanzaro), Genova Liguria Film Commission (Genova), Italian Riviera — Alpi del
Mare Film Commission (Cisano sul Neva, Sanova) and Marche Film Commission (Ancona) (Italia
Film Service, 2022). By virtue of being invested in sustainable audiovisual productions, many of

the initiatives mentioned above are covered extensively and in-depth throughout this research.

A recent development that brings us up to date is the conservative-right and far-right coalition

that, since September 2022, has led ltaly during, to quote Bompan (2022) “one of the most
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complex transitions in the history of [its] Republic and the European Union in general, amid the
economic slowdown, the war in Ukraine and the climate crisis”. The ruling party, which won
with 26 per cent of the vote (Ibid), is Brothers of Italy (Fratelli d'ltalia or Fdl), whose origins date
back to post-war Neo-fascism (Hooper, 2022), and led by Giorgia Meloni, who has often
maintained populist positions and rhetoric, at times undermining the green transition (Bompan,
2022). While on a European level and in the context of N.R.R.P., Italy is bound towards a long
list of reforms and implementations pre-agreed with the European Commission, which
practically reduces the autonomy of the ruling party (Fabbrini, 2022:15), a foreseeable
challenge comes with Italy’s newly appointed Culture Minister Gennaro Sangiuliano, who
revealed he wanted to overhaul the FUS, established under Corona Law in 1965, and the way

its subsidies are allocated to cultural activities (Goodfellow, 2022).
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8. Sustainability in the Italian Audiovisual Industries

8.1. Introduction

The following section is a thorough account of Italian sustainable production norms: it
comprises a first attempt at mapping and exploring the seven sustainable production norms
developed from 2010 onwards for the Italian audiovisual sector, such as protocols, guidelines,
rating systems and carbon calculators, and, within that, the evolution of sustainable production
consultancy in ltalian production contexts through which certain observations emerge. First and
foremost, we observe that Italy offers the highest number of developed norms, surpassing
every other country with activity on this front with seven sustainable production norms. While
this raises many questions about sectoral uniformity (a notion addressed progressively
throughout this study), the sheer number of initiatives comes as no surprise, considering that
Italy has been leading the way in ISO adoption for many years (Gelisio and Gisotti, 2019:72).
According to the latest ISO Survey (2022), Italy holds the second position globally for ISO 9001
(Quality Management Systems) certifications with 94,216 certificates and the third place for ISO
14001 (Environmental Management Systems) certifications with 20,294 certificates
(RICEC,2024). Furthermore, preceded by China in both certifications, Italy ranks first in Europe
for both certification schemes (Simple Que, 2023). Rather than a symptomatic correlation, the
argument made here is that activities such as sustainable production consultancy have found
fertile ground in a country whose corporate mindset is, to an extent, rooted in CSR and ESG

lines and compliance with international standards.

Second, we observe the introduction of a new professional role in Italian audiovisual
production: the sustainability manager, and along with it, the introduction of new discourses,
objectives and practices (e.g. collection of evidence, calculations and reporting). Although
arguably typically working below the line and in an auxiliary fashion, the sustainability manager

transversally coordinates aspects of production-related departments, workflows, and suppliers’
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environmental performance. Towards this, it will become evident that, in addition to utilising
different methodological frameworks, each initiative confers different duties, responsibilities,

and importance in this role.

Third, we observe the process—and necessity— for legitimising the compliance of
sustainability in audiovisual production through the involvement of verification, certification and
accreditation bodies that promote a more quantifiable understanding of audiovisual

production that while parallel and complementary to the industry and its workflows concretises
Bozak’s (2012:3) notion of film as a product with residual industrial process, “materially and

economically inseparable from the biophysical environment”.

Fourth, we observe a supply chain attached to the audiovisual sector that is increasingly
engaged and upgraded towards more ecologically sound directions through the demand of
studios and production companies for low-impact alternatives, eco-labelled products, detailed
product or service information and the inclusion and, in some instances, prioritisation of local
small and medium enterprises (SMEs) invested in sustainability. Within that, we also observe
the engagement of third-sector initiatives such as nonprofits, social enterprises, foundations,
and grassroots initiatives in film production. The relationship between film production and the
third sector (in particular, nonprofits) is not new has so far been articulated along funding lines
such as outreach campaigns, Partnership Projects, and Agenda-Based Films (Whiteman, 2003;
Hirsch, 2007), as non-profit grants (Garon, 2010), as a business model for film companies (Toti,
2014 ), as Corporate Citizenship Programs launched by studios (Variety Staff, 2016) or as part
of relief non-profits created by celebrity philanthropists (Sancton, 2023). In our immediate
context, however, we observe the introduction of specifically environmental non-profits in
processes such as sustainability planning, offering localised on-the-ground support with
implementation, verification and certification but also in an advisory capacity in the interest of a

location’s biodiversity, local population, or as simply recipients of donations.
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Last but not least, we observe the manner in which cultural production intersects with
environmental and, further, economic development through joint initiatives aligning the work
of municipal bodies and competent public authorities (in particular, MiC, MiTE) with that of the
audiovisual sector and, by extension, the cultural and creative industries at large. Thus, the
following case studies are approached chronologically, with each case examined in a linear and
sequential manner. Starting with the earliest case study from 2010, each case is explored up to
the present day, 2024, before moving on to the next case study. Although the focus is
purposefully on the main actors, where necessary, it briefly diverges to integrate additional

relevant concepts and underscore contextual information.

8.2. Edison Green Movie

8.2.1. Background

The starting point for the promotion of sustainable strategies in the Italian audiovisual sector
can be traced back to 2010, when Francesca Magliulo, then Corporate Responsibility Manager
of Edison S.p.A. and current Director of Fondazione EOS (Edison Orizzonte Sociale; for both
instances, henceforward Edison), Gianluca Della Campa, Corporate Responsibility Manager
and subsequently Marketing Director of Legambiente, and Carlo Cresto-Dina, Producer and
Director of Tempesta Film joined forces in the formation and development of the Edison Green
Movie protocol (ltalian Film Commissions, n.d.; della Campa, personal communication, 2024).
As all three organisations represented by those three individuals are pivotal, we need to
diverge slightly, broadening the discussion with some background information: since 1883,
ltalian company Edison has been the oldest energy company in Europe, with 140 years of its
recorded history being at the forefront of the energy transition along the country’s entire
electricity supply chain: from energy production, management and maintenance of generation
parks to sales for end customers and, as of more recent years, with activities dedicated to

achieving a 40% renewable energy in its energy production mix by 2030 (Edison, 2022:5).

145



Simultaneously, among its manifold initiatives, Edison since the 1950s has been a shareholder
in the historic film production and distribution company Titanus S.p.A., simultaneously with
owning the Ivrea Corporate Film Archives, a film library featuring films from the 1920s onwards
(BBS Lombard, n.d.). Arguably, one of the most notable aspects in the relationship of Edison
with Italian cinema was fostering the creative talent of then-young director Ermanno Olmi, who,
at the age of 14, went to work in the company’s General Services Department in Milan (Ibid,
n.d.). While working for Edison-Volta, Olmi was given a camera and was commissioned to
produce a corporate documentary about the construction of a new hydroelectric dam, a task
he ambitiously embraced by assembling a crew of 25, transforming the assignment into his first
film (Roberts, 2018). Subsequently, and while pursuing after-work activities such as theatre
workshops and art-related courses, Olmi persuaded Edison-Volta to establish a documentary
division with him in charge, directing between the years 1952 to 1961 some 40 short
documentary films, the focus of which has been “people at work” rather than the power plants
themselves (Edison, 2015; Roberts, 2018; BBS Lombard, n.d.), all during a period coinciding
both with the development of Italian Neorealist cinema and the post-War economic boom, that
saw the further electrification of Italian industry (BBS Lombard, n.d.) and the overall
modernisation of Italian infrastructure (Burke, 2017:365). In turn, Legambiente, the most
prominent and widespread environmental association in Italy, headquartered in Rome and
Milan, in addition to 20 more regional offices and a network of more than 600 local groups of
volunteers and 115,000 members, donors, by-projects and businesses, is an ltalian non-profit
organisation founded in 1980 (Legambiente, n.d.). The organisation’s mission is to bring
scientific-environmental culture to the forefront of national development by advocating for a
wiser use of natural resources against all kinds of pollution through the promotion of education
policies on multiple fronts (Seemla, n.d.); while Tempesta, formed in 2009, has been the first
ltalian production company invested in the research and application of eco-sustainable
strategies in audiovisual production processes (D'Urso, 2022: 173), some of whose productions

will serve as principle case studies in the course of this research.

146



8.2.2. Development of the Edison Green Movie Protocol

Hence, back in 2010, the meaningful collaboration between the three actors led to the
development of the Edison protocol, which was put to the test in the same year's Tempesta's
production of Alessandro D’Alatri’s film Sul Mare (2010), making it the first sustainably
produced film in Italy (Green Drop Award, n.d.; Disi and Gisotti, 2016) and further, an
additional adoption of the protocol was also promoted by the Apulian Film Commission during
the production of Georgia Cecere’s The First Assignment (Il Primo Incarico, 2010) (Apulia Film
Commission, n.d.). The analysis of audiovisual production workflows monitored in Sul Mare,
conducted by AzzeroCo2, a sustainable consultancy created by Legambiente, and the
assistance of the Kyoto Club (an Italian environmental non-profit created in 1999) and
consultancy-research institute Ambiente ltalia S.r.l. (Edison S.p.A., 2014), eventually led to the
development and publication of ‘Edison Green Movie - Guidelines on Sustainable Cinema’ in
2011 (BBS Lombard, 2024). Subsequently, in 2012, what became the Edison Green Movie
protocol was presented to the industry at the Italian Pavilion of the 65th edition of the Cannes
Film Festival, with testimonials from director Alessandro D'Alatri and actress Isabella

Ferrari (Radio Cinema, 2012) and domestically in the Rome-based art house venue Casa del
Cinema (Azzeroco2, 2012). Based on a localised application of the PGA Green Production
Guide (Green Film Shooting, 2015b) and Della Campa’s professional experience working with
ISO 20121 sustainable event certification (Della Campa, Personal Communication, 2024), the
protocol promoted sustainable interventions across 38 identified indicators in areas such as
energy and material consumption, waste management, transportation of people and
production resources, catering, sustainability considerations in internal communications and
production coordination, accommodation and compensation of emissions, all the while
involving the interventions of suppliers, hoteliers, local administrations and organisations such

as film commissions (Edison S.p.A., n.d.).
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Under the supervision of an environmental consultant from Legambiente (Edison S.p.A., 2014)
and the involvement of newly formed sustainable production consultancy EcoMuvi (see next
section), such best practices were implemented in next year’s Rai Cinema Paolo Virzi
production Il Capitale Umano (2014), with the further utilisation of on-location electricity grids,
resulting in a 75% reduced environmental footprint, amounting to about 44 tonnes savings in
CO2 emissions and the choice of battery-powered neon lights; solutions that combined
brought about € 37,000 worth of savings in budget (Green Film Shooting, 2015b). In addition,
utilising a total of 170 18-litre water stations during the two-month production of Virzi's film
meant avoiding the use of 6,120 single-use bottled water while offsetting an additional 94
tonnes of CO2 (Green Drop Award, 2015). Through the use of Edison Green Movie, similar
reductions in emissions and expenses were also achieved in the same year's production of
Olmi’s Torneranno i Prati (" Greenery Will Bloom Again”, 2014). Reaching an overall score of
90% implementation of its targets, Olmi‘s WW1-themed film achieved a 75% cut in its
emissions via waste separation and reused material, the replacement of 3400 water bottles
with 85, 20-litre water stations, and the provision of zero-km travelled, locally sourced
products, resulting in a marked, 20% reduction in the overall cost of meals. Simultaneously, the
production enlisted the help of the Veneto Region Forestry Corps and provided work for the
local workforce in the set construction of military trenches and special effects such as bombs
made with bags of peat, compressed cork and non-toxic coloured powder (Edison, 2014). In
addition, in Torneranno i Prati, Olmi, shooting on film, consciously reduced the use of celluloid,
using a mere 33 thousand meters of Kodak 35mm stock against 50 to 80 thousand meters

average of feature films (lbid, 2014).

Subsequently, similar measures were taken on the sets of The Rich Man, The Poor Man And
The Butler (Il Ricco, Il Povero E Il Maggiordomo, 2014). Directed and acted by renowned
comedy trio Aldo, Giovanni and Giacomo (Cataldo Baglio, Giovanni Storti and Giacomino
Poretti), and under della Campa’s supervision, the film was shot in 65 locations in and around
Milan, effectively utilising the city’s use of public grids, replacing traditional lamps with

incandescent halogen lamps, saving what the equivalent of one hundred thousand meters of
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film by going digital, while avoiding altogether the use of polystyrene, chemical paints and
other pollutants in its set construction and makeup departments (Caruso, 2014). In addition,
the film significantly reduced its paper consumption by opting mostly for email
communications, as well as reducing its transport-related CO2 emissions by enforcing a
subway and carpooling policy for actors and crew (Ibid, 2014). Likewise, in next year's
production of Francesca Archibugi’s film The Name of the Son (Il Nome del Figlio, 2015),
simultaneously with strict adherence to Edison’s Green Movie protocol, the production broke
new ground by supplying water to its troupe directly via the public fountains (“nasoni”) of

Rome (Di Stefano, 2020).

8.2.3. IFC Endorsement and Expansion

In 2015, the Edison Green Movie was endorsed by the Italian Film Commission Association
(henceforth, IFC) (Paterno, 2016). As an association, the IFC comprises 20 Film Commissions
located all over Italy, consolidating relations with national and international bodies and
institutions while closely monitoring sector-related trends and fostering initiatives that promote
the sector’s growth among its associates (Film Italia, n.d.). Arguably, such an endorsement
helped further to domestically diffuse and popularise a new concept in audiovisual production,
whose practice in Italy, up to that point, has only been implemented in isolated cases of single
producers motivated enough to apply such standards in their productions (Green Film
Shooting, 2015b) and across an industry where the overall buy-in for green products,
technologies and processes has been equally low (that is, considering other concurrent
examples elsewhere in the world), standing at a 19% adoption rate for the period between
2009 and 2012, according to Union Camere (Disi and Gisotti, 2016:5). Thus, IFC associate
members Sardegna Film Commission, Trentino Film Commission and Torino-Piemonte Film
Commission took initiative and developed their own regional adaptations inspired by the
Edison protocol, presenting their localised approaches at that year's MIA Market in Rome

(Green Film Shooting, 2015b) while in 2016, the Film Commission Torino Piemonte and Edison
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Company signed an agreement to collaborate synergistically at the local level to promote
more sustainable film sets in the Piedmontese territory (Paterno, 2016). Subsequently, in 2021,
Edison established the EOS Foundation (under whose auspices the protocol is currently
operated) with the aim of creating social value in Italian territories where the company is
present via the promotion of sustainable and inclusive growth in line with the 2030 Agenda
(BBS Lombard, 2024). Acting as the “social” arm of Edison and following its first year of
operations, the Foundation boasts a substantial balance between donations collected and
donations made, activating 12 projects in Sicily, Lombardy and Piedmont battling the
educational poverty of some 2000 children, with the support of 40 territorial partners and 1,300
from local educational communities, in addition to financial aid during the Ukrainian crisis
(Edison, 2022). In addition, as part of Edison Next, a decarbonisation initiative for businesses in
ltalian and Spanish territories founded in 2022, Edison installs new air-conditioning and
dehumidification infrastructures in line with principles of sustainable consumption and low
emissions to protect and conserve the historic Cineteca Milano archive, home to more than 30
thousand period and restored films produced from the 1950s onward, which following the

upgrade, subsequently re-opened its doors to the public (Edison, 2022b).

8.2.4. Recent Developments

Moreover, the more recent collaboration between the EOS Foundation and ANICA Academy is
particularly noteworthy. Founded in 1944, ANICA (“Associazione Nazionale Industrie
Cinematografiche Audiovisive E Digitali”; Italian Association Of Film, Audiovisual And Digital
Industries) is a premium ltalian association representing ltaly’s audiovisual sector in dealings
with public, private, political, and union institutions through its three divisions. These include
producers, distributors, and technical enterprises, such as film studios and sound sets,
equipment rental, film printing and development, post-production, and sector-related
transport (ANICA, 2012). As part of a long list of enduring and meaningful contributions to

ltaly’s audiovisual sector, ANICA has been a founding partner of the David di Donatello Award
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(established in 1955) while acting in a representative capacity for the Academy of Motion
Picture Arts and Sciences, selecting the Italian Oscar candidates for the Best Foreign Film
category and, as of 2017 one of the organisers of MIA (Mercato Internazionale Audiovisivo,
International Audiovisual Market) in Rome (Ibid, N.D.a) and the more recent launch of its
ANICA Academy (Fondazione ANICA Academy ETS). Created in 2020, the ANICA Academy
ETS Foundation offers highly specialised training courses in audiovisual trades and professions,
responding to the growing demand for qualified industry roles (ANICA, 2020). Such a process
is accelerated through ANICA’s long-held close connections with the Italian labour market
(Ibid, 2020) and a board of directors that includes Medusa Film, Netflix, Rai, Paramount, Vision
Distribution and Gaumont ltalia (Vita.it, 2024). As such, signalling the high value of specialised
training and courses in sustainability, and after more than ten years of discussion, ANICA in
2024 partners with the EOS Foundation in the creation of a dedicated course on Sustainability

and ESG criteria for the audiovisual sector (Ibid, 2024).

8.3. Green Ciak

8.3.1. Background

The second audiovisual sustainable production norm developed in Italy and arguably the first
to highlight the promotion of environmentally friendly messages in equal measures with
sustainability in production workflows, as well as the first to have its supervised project
receiving domestic critical recognition for its efforts in sustainability is the Green Ciak protocol.
Formally known as Eden, the protocol was developed in 2012 by Cremonesi Consulenze S.l.r.,
a company invested in the study, design and management of energy plans (Gorgi, 2013).
Central to the efforts of the Veronese consultant company was the vision of its CEO, Renato
Cremonesi. An industrial expert specialising in Electrical Engineering by trade with a keen
interest in sustainable development, energy efficiency and renewable energy sources

(Cremonesi. R, 2024), Cremonesi noted the need for a broader engagement for these concepts
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in a manner that stretches beyond technicians and policymakers convening on a roundtable,
aiming precisely towards raising the awareness of the end-consumer; the audience itself (R.
Cremonesi, 2024, personal communication). For Cremonesi, while the Italian cinema of the
past was reflective of social changes, citing Neorealism'’s focused themes of post-war
reconstruction and upbeat narratives underlined by the unfolding economic boom of the late
1950s and early 1960s (Olmec, 2024:4), today's vision ought to be addressing a new
relationship between Humanity and the Environment (Albegna Corsara, 2014), by stimulating
responsible behaviour and choices among its audiences, while promoting more equitable and
sustainable development models (Olmec, 2024:3). Further, per Cremonesi’s hypothesis, if an
average of 5 million spectators produce annual emissions of about 50 million tons of CO2, of
which 30% can be attributed to their personal behaviours and daily habits, then assuming that
a mere 5% of those emissions could be avoided by increased awareness and adoption of
sustainable behaviours instigated by normalised, positive on-screen examples, it becomes
plausible that an estimated 2.5 million tons can be avoided (lbid, 2023:13). Towards this,
according to Cremonesi, the adoption of the Green Ciak protocol constitutes a beneficial
scenario for all stakeholders involved in the process of making a film: from production
companies who reduce operational costs by producing the film according to internationally
standardized organizational procedures (in Green Ciak'’s instance, that's ISO 20121), public
administrations that promote their territory whilst hosting zero-impact productions, directors
whose vision is met with greater acceptance from audiences invested in sustainability, and
inspired spectators with the potential to become “conscious protagonists” of the transition

towards more equitable and sustainable development models (Olmec, 2024:16-18).

8.3.2. Eden: From Green Screen To Green Living

Leveraging this understanding, Cremonesi has ever since embedded his vision and expertise in
Veneto's regional cultural scene, from sustainable film and TV productions to the promotion of

sustainability in region-wide film festival networks. As such, a year after its founding, Cremonesi
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Consulenze presented its Eden: From Green Screen To Green Living protocol during the 2012
Venice Film Festival as a framework for the upcoming Michele Cali’s and Federica Andreoli’s
sustainable production of Un Angelo All’Inferno (dir. Bruno Gaburro, 2013) (Inno, 2012;
Innocenti, 2012). Central to Cremonesi Consulenze’s Eden (now Green Ciak; a norm managed
and promoted by Olmec S.r.l., Cremonesi’s family-run company founded in 1976) is the
nominated Green Manager who, having set up the sustainability plan during pre-production
then follows the production troupe during production supervising the agreed interventions
(R.Cremonesi, 2024, personal communication). Such interventions are planned to meet three
primary objectives: 1) to eliminate the environmental impact of audiovisual productions and 2)
to promote positive messages about environmental respect and social responsibility,
particularly with respect to 3) raising the audience’s awareness about sustainable resource
consumption and the transition towards more equitable and sustainable development models
(Olmec, 2024:3). In production settings, these three objectives are operationalised along two
main axes of implemented actions, the Engineering and the Emotional (Ibid, 2024:10). In the
Engineering domain, the sustainable management proposed by Green Ciak adheres to ISO
20121 green procurement standards with an emphasis on reducing the environmental footprint
across various production stages. This aspect includes interventions on logistics (such as
efficient transportation and eco-friendly catering), services (sustainable sound, lighting and set
construction practices), production (eco-friendly scenography, filming and editing processes)
and post-production (sustainability in the promotion and distribution of the produced film
itself, also taking into account how the film is screened with special provisions such as
accessibility features for people with disabilities) (Ibid, 2024:11). In turn, the Emotional aspect
focuses on script development, whereby interventions are made to the script, in areas such as
plot, location, actions, dialogues, music and planned cinematography (lbid, 2024:12). Per
Cremonesi's strategy, the process of embedding an environmentally-friendly message does not
need to distort the script itself: citing the example of leading Un Angelo All'Inferno, where
prominent Italian award-winning actor Giancarlo Giannini rides a bicycle across Verona, instead
of a Vespa, as was initially written in the script, thus subtly highlighting the concept of

sustainable transportation (R.Cremonesi, 2024, personal communication). Subsequently, the
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phase of implementing Green Ciak’s standardised procedures is followed by a thorough
calculation of CO2 produced during the making of the film, with the resulting number being
offset by projects such as tree planting, as in the case of Un Angelo All'Inferno (R.Cremonesi,
2024, personal communication). The process is then completed by a certification system
attached to the protocol issued by Olmec S.L.r. itself, making it essentially a self-certification

scheme (Ibid, 2024, personal communication).

8.3.3. Infernet (2015)

After its renaming from Eden to Green Ciak, the protocol was also applied in the next Cali and
Andreoli production of Giuseppe Ferlito’s film Infernet (2015). With the financial support of
Veneto's regional fund for cinema and audiovisual productions, Ferlito’s film was produced
across various locations in Verona, Venice and Florence (A.C. Production S.R.L., 2015). As such,
on account of considerable intercity and local travel and the shortage of electric or hybrid
vehicles at the time, Cremonesi Consulenze paid particular attention to optimising the
production’s transport plans with low-emission cars (R.Cremonesi, 2024, personal
communication). Further provisions included arranged accommodation for cast and crew near
the filming locations and catering offered by local restaurants, reducing the consumption of
plastic containers, resulting overall in a 50% reduction of expected emissions (R.Cremonesi,
2024, personal communication). The film, a gritty social commentary of five interconnected
stories around the (mis)use of the internet and social media among teenagers in Italy, proved
to be not only a critical success, winning various awards in 2016, such as the niche San
Giuliano's Apoxiomeno Prize [Premio Internazionale Apoxiomeno; the International Police
Award Arts Festival (IPAAF)] for its positive depiction of men in uniform (police and the
Carabinieri) (La Nazione, 2016) and the Golden Grifo Award (Grifo d’Oro) at Peruggia’s second
edition of Love Film Festival. Crucially, however, Ferlito’s film received more prestigious and
influential recognition during its presentation at the 2015 72nd Venice Film Festival, eventually

receiving the Festival's Green Movie Award for its timely coverage of cyberbullying and the
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problematic use of the internet while “harmonizing social aspects and environmental attention
through the film's eco-sustainable production”, (A.C. Production S.R.L., 2015), marking the first

time in Italy where a film is recognised and awarded based on its efforts in sustainability.

8.3.3. Recent Developments

Following a small string of productions adopting the protocol, among them a collaboration
with renowned ltalian TV satire Striccia la Notizia (1988-; created by Antonio Ricci), the protocol
appears not to have built on its initial momentum, receiving arguably less attention in the years
to come compared to other sustainability initiatives supervised or led by Cremonesi
Consulenze. These include a long-standing collaboration with the Lessinia Film Festival, making
it the first sectoral event in ltaly to adopt a certified protocol according to the ISO 20121
standard (Bissoli, 2023:73) and, under Cremonesi'’s subsequent presidency of the festival from
2021 onwards (L'Arena, 2022), a member of the AFIC's (Associazione Festival Italiani di
Cinema; Association of Italian Film Festivals) green festival working group (Paterno, 2024), and
by extension, an early adopter of the AFIC's Green Festival Guidelines under the leadership of
AFIC Coordinator, Laura Zumiani (see dedicated case study in section 14.2). Moreover,
Cremonesi’s vision and advocacy progressively expanded in operational scope following the
formation of the non-profit entity MyPlanet2050 APS. With the support of the Veronese
Chamber of Commerce, which co-financed the initiative as part of Destination Verona Garda
Foundation’s activities, a destination management organization (DMO) invested in the tourist,
cultural and territorial promotion of local landmark areas such as Lake Garda, City of Verona,
Lessinia, Pianura dei Dogi, Soave-Est Veronese and Valpolicella (Pianura, 2022) MyPlanet2050
consolidated the festival activity of nine locally-based film festivals under the banner of Verona
Green Movie Land, promoting sustain development both in terms of environmentally-themed
content curation as well as behind-the-scenes operations (Cronaca di Verona, n.d.). Sponsored
by Unicef and Italy’s Ministry for Ecological Transition (MiTE), the dense list of Verona Green

Movie Land affiliated festivals includes the Soave Cinema Festival, Bardolino Film Festival, the
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CINELA Festival of African Cinema, the Teodorico Summer Fest, Valpolicella Film Festival,
Legnano Film Festival, Believe Film Festival and Lessinia Film Festival (Verona Green Movie

Land, n.d.), attracting an average of about 50,000 spectators annually (Giovenco, 2024).

8.4. EcoMuvi

8.4.1. Background

As we have already covered, the introduction of sustainable norms in the Italian audiovisual
sector owes much to the resourcefulness and initial efforts of Carlo Cresto-Dina, dubbed “a
visionary indie producer and purist of auteur cinema” (Oltolini, 2020). Per Cresto-Dina,
“independent production is about preserving the biodiversity” of the audiovisual sector’s own
ecosystem, protecting it against an “invasion of corporate value extractors” (Niola, 2022).
Cresto-Dina's use of metaphor, and perhaps activist sensibility, is literal in this instance: in
Cresto-Dina's view, a film set is like a little village, where the behind-the-scenes processes,
such as travel, cooking, laundering or other daily routines, imitate life just as much as their on-
screen depiction in the fully realized artefact, the film itself. A key part of this “imitation” is
energy consumption, the use of resources and pollution that make a film and other audiovisual
projects possible; elements that producers are responsible for minimising in a demonstrable
manner, especially given the public subsidies they often access and utilise (C.Cresto-Dina,
2023, personal communication). Further, for Cresto-Dina, as a “very exposed industry”, the
audiovisual sector holds leverage by setting forth a positive example, with the capacity to
influence public opinion as well as other industries (Ibid, 2023, personal communication). As
such, Cresto-Dina utilised his Bologna-based production company Tempesta S.l.r. as a testing
ground for the development of a sustainable norm in Italian audiovisual production. Initially, as
we've already explored, this vision was initially fleshed out as a study through Cresto-Dina’s
collaboration with energy provider Edison in what became Edison Green Movie; however,

following differences with regards to vision, scaleability and certification of the protocol, this
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collaboration was dissolved (della Campa, 2023, personal communication and L.Chiarini, 2023,
personal communication), leading to the formation of EcoMuvi protocol in 2013. On all
accounts, it appears that this departure took place during Tempesta’s production of Paolo
Virzi's Il Capitale Umano (2014), a project for which both Edison Green Movie and EcoMuvi
claim supervisory responsibility (for the former claim, cf. Edison, 2014; Green Drop Award,
2015:2; Disi and Gisotti, 2016: 4: Italian Film Commissions, 2016; and for the latter, cf. Sarfatti,
2020:24; Solari, 2021:45; EcoMuvi, n.d.) and that hereby are considered as a joint effort.

8.4.2. Early Developments

For Valeria Jamonte, producer and head of content and development at Tempesta, in those
early days, the application of what eventually became the EcoMuvi protocol was suggestive,
non-compulsory and above all experimental; observing —and taking notice— of what could
work and what not in the context of Italian audiovisual production landscape (V.Jamonte, 2023,
personal communication). Further, with Tempesta mostly operating as a majority production
company, i.e. managing the primary financial and creative control of a project, at the time
made it easier for minority production companies attached to its projects, whether as co-
producers or international co-producers, to follow the established protocol, in a time where a
push from the general culture was absent (Ibid, 2023, personal communication). Another
marked difference concerns the manner in which the protocol was administered: per Chiarini
(L.Chiarini, 2023, personal communication), though extensive and third-party certified, for the
period 2013 to 2016, the EcoMuvi protocol was still a document not systematically
implemented through a designated figure or person, such as the sustainability manager,
employing instead “a set manager” to oversee the implementation (Disi and Gisotti, 2016:13)
along their presumably other duties. Further, the protocol was circulated to all production
departments by the producer with the proviso that each department had to adapt its workflow
—unsupervised— in order to meet the assigned criteria that the subsequent certification would

rely upon. As such, certification was based purely on submitted evidence, with the certifying
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body, Bologna-based certification, research and development non-profit consultancy ICEA
(Instituto per la Certficazione Etica ed Ambientale; The Ethical and Environmental Certification
Institute), evaluating documents provided by the production (lbid, 2023, personal

communication).

8.4.3. The EcoMuvi-01:2014 Specification

Inspired by the PGA Green, the first edition of the EcoMuvi protocol, EcoMuvi-01:2014,
promoted concrete actions in eight key areas. 1) Materials, whereby renting was prioritised
over purchasing materials related to set design, props, and costumes, as it was the use of
recycled or recyclable materials, eco-friendly certified products and laundry services;
minimising paper use through double-sided printing on 100% recycled paper, followed by 2)
Catering, where the preference is set for local caterers using organic, fair-trade or zero-km
produce and culinary products, employing reusable or certified compostable tableware, with
special care towards promoting zero waste through rationed food orders and the redistribution
or donation of any surplus food thereafter. In 3) Hotels, the preference is for eco-certified
accommodation, where this is not an option, the imperative is for the production to ask for
certain procedures to be adapted (thus affecting green demand in the hospitality supply chain)
in addition to accommodation facilities located no more than 30 km from the set and
accessible by public transport. In 4) Waste, appropriate waste separation and disposal is
essential, guiding cast and crew through information signs. Further, using 18-litre water flasks
or stations instead of 1/2-litre bottles with compostable cups, in addition to equipping the crew
with water bottles, thus avoiding the use of plastic, while setting up ashtrays on the set (where
smoking is allowed) or equipping the crew with pocket ashtrays. In 5) Energy Consumption,
whenever possible, the imperative is for productions to connect to a public electrician grid,
using electricity from renewable sources produced on-site or generator sets of Euro 4/5 class,
utilizing energy-efficient appliances (washing machine, photocopier, etc.), illuminating the set

via the procurement of low-consumption lights and energy-saving bulbs and replacing
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disposable batteries with rechargeable ones. In 6) Transport, public transport is prioritised, as is
travel by train (rather than plane), making sure that cars/vehicles employed are at least Euro
4/5, and preferably electric or hybrid. Further, optimising the production’s transport plan,
reducing the number of vehicles via carpooling, and equipping the crew with bicycles for on-
set travel. In 7) Communication, the imperative is for crew members, actors, and suppliers to
be informed in advance about the adoption of the EcoMuvi protocol, sharing the document
and relevant specifications with them, as well as nominating a set manager to prepare, monitor
and verify the correct implementation in all of the above (Disi and Gisotti, 2016: 11). Finally, in
8) Data Collection a detailed record of purchases is required; with invoices relating to the
purchase of wood, plastic and paint, printed cartridges and paper set to include information on
eco-certification or other evidence attesting to the sustainability of the material/item. Further,
catering declarations stating that the supplier sources at least 10% of their ingredients within a
50km radius of the sets and whether the produce is organic or fair-trade, in addition to
photocopies of all production vehicle licences or booklets (indicating vehicle make and model),
expense reports, distinguishing costs for fuel (indicating fuel type and kilometres travelled),
train or plane tickets (indicating the route taken), as well as taxis, bars and restaurants receipts

(Ibid, 2016: 12).

8.4.4. Le Meraviglie (2014) and Fréulein: Una Fiaba d’inferno (2016)

Thus, having outgrown its 2013 Paolo Virzi trial, the protocol was “locked” procedurally as a
formalised, de facto guideline (L. Chiarini, 2023, personal communication), and subsequently
presented in Turin, during the 17th edition of CinemAmbiente festival by Carlo Cresto-Dina
and producer Francesca Andreoli (Christophe, 2021:21). Further, its use was promoted in the
same year’s Tempesta production of Alice Rohrwacher’s film The Wonders (Le Meraviglie,
2014). The significance of this adoption is two-fold: on the one hand, by virtue of being an
ltalian, Swiss and German co-production, The Wonders is the first international film produced

using the EcoMuvi protocol (Tempesta S.l.r., 2014). On the other, The Wonders inaugurated a
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long-standing collaboration between Rohrwacher, a renowned auteur Italian director,
Tempesta and EcoMuvi. According to Di Bianco (2020:151), the earth-centred vision of
Rohrwacher’s eco-cinema, where the relationship “between humans, nonhumans, and the
environment [are] at the centre of film narration” matches EcoMuvi's pledge of achieving
energy savings and environmental sustainability in film production (Tempesta, 2014)
procedurally in its making, narratively in the themes it explores and embeds as well as
aesthetically: per the film’s production designer Emita Frigato (as quoted in Di Bianco, 2020:
156), the approach of conscientious production and consumption also extended to making
props such as statues by utilising canvasses soaked in chalk, instead of utilising the industry-
standard blue boards, made of extruded polystyrene (XPS) foam, a non-biodegradable derivate
of petroleum; in itself an unsustainable, non-renewable resource contributing towards the
accumulation of CO2 in the environment (Godet et al., 2022:1-2, 16). Overall, through effective
use of transportation plans and optimised waste management, adherence to the EcoMuuvi
protocol made it possible to save as much as 5 tons of CO2 in the pre-production and during
the production of Rohrwacher’s film (Redattore Sociale, n.d.). Further, following its critical
success as a recipient of the Grand Prix by the Cannes Film Festival Jury in 2014, The Wonders
and its sustainable production were put domestically under the spotlight during that year's
Venice Film Festival’'s Green Drop Award, whereby representatives from Italy’s Ministry of
Cultural Heritage, Activities and Tourism (MiBACT) responded positively to the request of
incentives to reduce the environmental impact of domestic film production (Alternativa
Sostenibile, n.d.). On this occasion, MiBACT also pledged the formation of a joint technical
committee alongside the Ministry of the Environment to oversee the integration of such
measures, further supporting the development of guidelines for the production of sustainable
films, with the definition of an ad hoc specification (Redatorre Sociale, 2014). Subsequently, the
same virtuous example was also applied during Tempesta’s and RAI Cinema'’s co-production of
the 2016 Caterina Carone film Frdulein: A Winter Fairy Tale (Fréulein: Una Fiaba d’inferno).
Shot in Bolzano and subsided through BLS Business Location Sidtirol’s tax credit system
(Tempesta Film, N.D.), which, as we will see shortly, developed its own sustainable trajectory,

and the support of the Italian Ministry of Culture’s Directorate General for Cinema and
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Audiovisual (Direzione Generale Cinema E Audiovisivo; DGCA-MIiC), the set of Fréulein utilised
30% of its designed and costume material from reused sources; with catering and tableware
disposable made entirely of biodegradable and compostable materials, in addition to
providing all cat and crew with reusable water bottles (Alternativa Sostenibile, 2016). Further,
more than one-third of location shooting was powered by connecting to Bolzano's national
electricity grid, replacing the more polluting industry-standard generators (Green Drop Award,
2015:2). As such, with a 75% implementation rate according to EcoMuvi specifications, the
protocol’s implementation resulted in a 48% reduction of resources used, 60% efficiency in
waste management, 70% reduction in energy consumption and 89% fewer air emissions (Disi
and Gisotti, 2016:10), resulting in an overall reduction of 10 tonnes of CO2 on-set emissions
(Ministero della Cultura, 2016), as well as 28.41 tonnes of CO2 equivalent tonnes, as a result of

carpooling, minibuses, and trains (Disi and Gisotti, 2016:13).

8.4.5. The Sustainability Manager

From 2018 onwards, the application of the EcoMuvi protocol was advanced on many fronts.
Partly, this was due to the inclusion of a dedicated Sustainability Manager, Ludovica Chiarini.
Chiarini, a graduate of a film and media production course in ltaly, with subsequent on-the-
ground experience as a production assistant and unit manager, later specialized in
sustainability and corporate social responsibility in Malmé, Sweden, during her postgraduate
studies (L.Chiarini, 2023, personal communication). This versatile, interdisciplinary experience,
alongside a keen observation of concurrent developing sustainable norms in audiovisual
production, such as the PGA Green, Albert and Ecoprod, as well as a panoramic view of
shifting trends in ESG and CSR, allowed Chiarini to maximise sustainable management in line
with complex reporting structures and scientific data sets in a seamless manner not
compromising towards the artistic aspect of film production (Ibid, 2023, personal
communication; Christoph, 2021:29). Per Chiarini (personal communication, 2023, note

originally written in 2020), the role of a Sustainability Manager combines “concrete production
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competence with theoretical and practical expertise in sustainable business management”.
This fusion of interdisciplinary skills allows for a feasible and consistent type of management
adjusted to the needs of a “project-based industry, where each product utilises a common
framework but always has different objectives” (Ibid, 2020). By extension, a Sustainability
Manager is responsible for “designing, implementing, and monitoring the sustainability policy
and related activities within a production”, a work that begins with the analysis and breakdown
of the script, identifying and prioritising the specific needs of a project from an environmental
management perspective (Ibid, 2020). Those considerations lead to the drafting of an
environmental policy, to material usage, waste management, energy usage, and atmospheric
emissions, among other factors, which the Sustainability Manager relays to all agents attached
to the making of the project: internal, such as individual production departments, crew and
cast, and external, ranging from equipment, costume, set construction companies, animal,
catering and transportation-related suppliers to public and private permit providers (e.g.
municipal offices and film commissions), as well as accommodation facilities (lbid, 2020).
Following this setup, the Sustainability Manager supervises and monitors the implementation
of these activities across all production stages, documenting and reporting the progress as per

the agreed plan (Ibid, 2020).

8.4.6. Lazzaro Felice (2018)

Thus, during Rohrwacher’s Happy as Lazzaro (Lazzaro Felice, 2018) production —a critically
acclaimed Tempesta production with RAI Cinema in co-production with French Ad Vitam
Production, Swiss Amka Films, and German Pole Pandora and the support of several funds such
as MiBACT, Roma-Film Commission, Germany’s Medienboard Berlin-Brandenburg and the
Council of Europe’s Eurimages (Tempesta, 2018)— the role of Sustainability Manager in the
EcoMuvi specification was inaugurated; allowing for more targeted interventions tailored to the
project’s settings. To begin with, Happy as Lazzaro had its principal photography in Civita di

Bagnoregio (Vivarelli, 2017), in addition to urban locations such as Milan and Turin. Located in
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the Province of Viterbo, Alto Lazio, the scenic ancient village of Civita is situated on the plateau
of a tuff cliff, which for centuries has been subject to landslide phenomena progressively
retreating its slope (Margottini et al., 2013), accelerated soil erosion and, as of recent,
increased touristic pressure (Di Veroli et al., 2018:156). As such, during pre-production,
EcoMuvi took into consideration the vulnerable biodiversity of the territory, measuring
beforehand the vicinity’s soil pollution, in addition to the ethical sourcing, treatment and post-
filming fate of animals performing in the film (Christoph, 2021:28). Then, in alignment with the
protocol’s criteria and other tailor-made approaches, Lazzaro's two-month production across
three cities, with an average of 70 crew members and a cast up to 100 people resulted in just
80 tons of emitted CO2, instead of what would have been an estimated 250 tonnes without the
application of the protocol, the equivalent of 47 times what a European citizen pollutes
annually (Oltolini, 2020), in addition to avoiding a further 370 kilograms of plastic waste (Finos,
2021). Moreover, per Chiarini (as quoted in Oltolini, 2020), the set of Lazzaro experienced a
significant, yet unquantifiable, long-term positive impact on the work habits of its professionals,
who would then integrate new environmentally friendly methodologies into their production-

related craft, skillsets and workflows.

8.4.7. Protocol Update: An Accredited Proprietary Scheme

By 2020, EcoMuvi, with Chiarini as its active Project Manager, had assumed a more scaleable
direction, decoupling its status from a mere Tempesta initiative into becoming 1) an
independent sustainable production consultancy company providing a certifiable protocol with
international application and 2) an integrated service, with on-ground production support from
its EcoMuvi managers (L.Chiarini, 2023, personal communication). A necessary step towards
achieving these objectives would require EcoMuvi to register its protocol as a proprietary
scheme that is piloted and subsequently standardised as a norm by a legitimate accreditation
authority and one whose compliance would be open to inspection by a competent conformity

assessment body. As such, in 2020, EcoMuvi enlisted the help of the Milano-based conformity
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assessment body lItalcert, effectively replacing a long-standing partnership with ICEA. Founded
in 1992, Italcert certifies Quality, Environmental and Safety Management Systems in addition to
product, service and personnel certification, inspecting and verifying activities under the
authorisation of the Competent Ministries (Italcert, N.D.). Central to the collaboration between
EcoMuvi and ltalcert is the further involvement of Accredia, Italy’s sole National Accreditation
Body. Per the European Commission’s (2008:2) regulation 765 of 2008, accreditation “is part of
an overall system, including conformity assessment and market surveillance, designed to assess
and ensure conformity with applicable requirements,” thereby providing “an authoritative
statement on the technical competence” of bodies, organisations, products, services and
processes subject to it. Thus at the service of public institutions, private companies and
consumers (Accredia, 2017a) and as a signatory member of various international networks and
agreements, including the European Accreditation’s Reliable Goods and Services Agreement
(2018), the International Accreditation Forum’s multilateral agreements and The ILAC Mutual
Recognition Arrangement (Accredia. 2017c), Accredia assures the global relevance, conformity,
uniformity and quality of standards to those it offers its accreditation (Accredia. 2017c). In this
working context, and upon a request made from EcoMuvi to register its protocol as a standard
from 2022 onwards, Accredia appointed ltalcert as the only conformity body authorised for
EcoMuvi-related inspections and purposes, overseeing the quality and due process of its
[ltalcert’s] verification assessments conducted on EcoMuvi-supervised film sets (C. Morlacchi,
2023 personal communication). The work of Italcert in this process is itself subject to ISO
protocol norm 17020 (in full, ISO/IEC 17020:2012) (C.Morlacchi, 2023, personal
communication), whose inspection parameters focus, among others, on matters pertinent to
“the quantity, quality, safety, fitness for purpose, and continued safety compliance of

installations or systems” in operation (ISO, 2012).

Thus, in 2022, to further develop the protocol's application and update its prospects,
Tempesta S.r.l. transferred the Protocol and Logo to the newly formed EcoMuvi S.r.l. along
with all related intellectual property rights and economic exploitation, making Chiarini its CEO

(EcoMuvi,2023c). As the subject of a pilot study for standardisation, the EcoMuvi protocol itself
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was then updated with new evaluation criteria in 2021 (Christoph, 2021:21). While initially
building on PGA’s Green Production Guide, the protocol’s scope was broadened to integrate a
comprehensive set of ideas and practices grounded in other existing specifications and
methodologies (L.Chiarini, 2023, personal communication). Thus, consulted norms for
production settings have included BS 8909 “Specification for a Sustainability Management
System for Film, the more generic ISO 14001 standard framework for establishing an
environmental management system and the ISO 20121 sustainable event management, while
for reporting, updated GRI reporting standards and DEFRA's (UK's Department for
Environment, Food and Rural Affairs) emission conversion factors (lbid, 2023, personal
communication), which although UK-specific and not accounting for full supply chains
nevertheless cover a diverse range of fuels, electricity sources, transport modes, utilities and
waste (Lee, 2011:219). In addition, other influential norms consulted include IFS (International
Featured Standard) and Fairtrade International’s food and textile standards, the reference
practices of UNI/PdR 99:2021 to calculate, reduce and offset GHG emissions (developed by
UNI, the Italian Organization for Standardisation) and the European Sustainability Reporting
Standards (ESRS), issued by the European Financial Reporting Advisory Group (EFRAG), which
offer detailed disclosure requirements under the CSRD framework (EcoMuvi, 2023d:8; KPMG:
2024).

8.4.8. Criteria, Performance Score and Areas of Actions

The protocol itself applies to audiovisual projects of varying size and complexity, including film,
television, documentary, advertising, short films and music video sets produced in Italy and
abroad. Per the protocol, projects are methodologically classified as being either “agile”,
denoting a running time of shooting days of 12 days or less (usually comprised of short films,
advertisements and music video clip sets) and are thus subject to a different methodical
approach and required standard compliance, and “standard” where the full range of EcoMuvi

criteria applies (EcoMuvi, 2023a:2). In more detail, such criteria underpin the performance
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class, rating, and assignment system of an audiovisual product’s PEF (Product Environmental
Footprint) by allocating an EcoMuvi score as follows: “0 = unsatisfactory”; “1 = satisfactory”;
“2 = more than satisfactory”; and "NA = not applicable to the type of audiovisual project)
(Ibid, 2023a:6). Productions attaining certification have to meet certain PEF score thresholds:
for standard projects, the minimum PEF to be achieved is 25% of the maximum available score,
while for agile projects, a minimum of 50% score is required (lbid, 2323a:8) The allocated score
is based on implemented and verified actions within five thematic areas, each containing
several subdivisions: in 1) “Organisation of Activities”, productions are accessed in their
adopted a)sustainability policy, linked to the implementation of department-specific measures
and a further engagement with sustainable and ethical sponsors and partners and goals; b)
planning, where actions and performance targets are set, and a budget line for sustainability is
allocated; c) organisational roles and responsibilities, where department coordinators are
engaged to implement and monitor sustainability actions on set, in addition to talents signing
Green Rider contracts; and finally d) Communication, where the production communicates their
planned actions adequately to all crew through in-person or virtual sessions (on set, internal
communications), and as the project progresses, promotes its commitment to sustainable
production management via EcoMuvi, disclosing publicly data pertinent to GHG occurring

from project reporting (Ibid, 2023a:10-11).

In 2) “Resource Management”, the production is assessed as an organisation on its a) reuse of
materials and products; b) its use of recycled materials, with at least one production
department adopting sustainable sponsors and partners in the procurement of such artefacts;
c) digitalisation of administrative duties and reduction of paper use, using when necessary
refurbished printer cartridges; d) set design for recovery and recycling (also referred to as
designed for disassembly); e) participation in territorial development, where local assets and
communities are engaged in resource planning and local filming areas are consciously
promoted in the interest of economic development and f) habitat and animal protection. In
addition, the production is also assessed on its material acquisition strategy, in particular, g) its

use of timber and paper from responsible reforestation (FSC/PEFC), h) sourcing of food
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products with a preference for local catering suppliers subject to sustainability guidelines,
organic and fair-trade food products, all-vegetarian meal on a weekly basis and rationed
portions of food; i) use of second-hand or rented costumes, fabrics with regenerated fibres and
the purchase of fair-trade and ethical clothing and accessories; j) sourcing of eco-certified
paints, varnishes and detergents as well as biodegradable and refillable cosmetic and
cleansing products and k) water-based or biodegradable special effects products (Ibid,

2023a:12-15).

In thematic area 3) “Resource Recovery and Waste Management”, productions are assessed in
their a) communication processes with personnel and suppliers regarding waste management;
b) separate waste collection (mandatory for certification); c) catering waste reduction, using
disposable packaging only when necessary; d) wastewater reduction and e) agreements with
waste disposal suppliers for the disposal of bulky, “special” (e.g. hazardous, medical,
construction and demolition, agricultural, electronic) and ordinary waste. Further considerations
include f) tracking the percentage of donated, reused or remanufactured materials from set
design and costume departments following production wrap and the minimisation of food
waste through donations, normally to cast and crew members, and when possible, homeless
shelters and disadvantaged communities, enlisting the help of local NGOs and finally, g) the
promotion of a solitary-based circular economy, through transferring materials to organisations
capable of regenerating them, in the interest of socio-economic benefits (Ibid, 2023a:16-18). In
area 4) “Energy Consumption”, the focus is on a) managing energy usage during filming by
utilising the national grid when available, electricity from renewable sources, hiring fuel-
efficient and low-emission generators and lighting kits, and b) managing energy usage in post-
production, with a preference for post-production-labs utilising at least 30% renewable energy
in their energy mix, while employing energy-efficient systems to redistribute space heating and
cooling from equipment processing and promoting the digital transfer of daily footage.
Further, in c) Fuel Consumption Programming, the focus is on hiring vehicles of the latest
energy classes (Euro 6 and above), as well as hybrids and electric vehicles alongside

transportation plans optimised for carpooling, encouraging further the use of bikes and public
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transport and accommodation close to the filming locations (Ibid, 2023a:18-19). Finally, in
thematic area 5) "Green House Gas Emissions”, the focus is on calculating and managing GHG
data by a) consulting GHG emission calculators to set informed sustainability targets and then
b) disclosing expected and accrued emission expenditure with production crew in order to
raise awareness and ensure those targets are met. Further, ensuring that a c) systematic and
transparent access to all direct and indirect data is provided to the inspection body, Italcert.
Such data is categorised as being either d) primary, whereby original, qualitative-quantitative
measurements derive directly from the project inspected, while (in the absence of primary data)
employing e) secondary data, that derive from similar computational contexts or past projects
and can thus be used comparatively as a reference; subject, of course, to dutiful evidence (Ibid,

2023a:4, 20).

In a linear fashion and real-world settings, a production's journey to sustainability through
EcoMuvi begins with the production enquiring about the protocol, requesting a quote from the
inspection body, and then signing a license for the use of EcoMuvi mark. Following the
engagement of EcoMuvi S.r.l. attached to the project as a consultancy company, the
sustainability policy and plan are developed during pre-production, establishing priorities and
allocating sustainability budgets across all production departments (EcoMuvi, 2023d). Within
that function, EcoMuvi also oversees the sustainable procurement of certain materials and
supplier services (Ibid, 2023d), leveraging a long-standing collaboration with Fairtrade,
Portable Electric, Fercam, Iveco, and Enel X, among other organisations committed to
sustainability. Utilising such networks, EcoMuvi, as a cross-sectoral intermediary, ensures that
top-tier proposals, activities, and sustainable services tailored to the needs of the audiovisual

sector become more accessible in the production settings it manages (EcoMuvi, 2023c).

Subsequently, during production, the assigned EcoMuvi Manager, usually a professional hired
as an external consultant by or from EcoMuvi or someone internal to the production, monitors
and realigns the production team'’s efforts with the agreed objectives, in addition to

communicating with suppliers and other collaborators (EcoMuvi, 2023d). Simultaneously, an
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EcoMuvi Manager collects credible evidence from the production offices, filming locations and
camp bases, such as receipts, contracts, communications, copies of documentation, and
behind-the-scene photographic testimonials (including video) pertinent to lighting setup, set
construction, meter readings and grid connections, makeup, special effects and costumes,
catering stations and waste facilities. Such support requires in-person attendance for certain
parts of the shooting, such as an extended stay from the first day of shooting until a few weeks
well into production, then resuming a few weeks before production ends, with other EcoMuvi
Managers and Production Assistants (EcoMuvi PAs) filling in when necessary. In the absence of
either, tasks are delegated to a production assistant and sent as reports to the EcoMuvi
manager at the end of shooting. Further, EcoMuvi Managers are there to ensure adequate
behind-the-scenes access to the Inspection Body delegate during what is known as Phase One
Inspection (EcoMuvi, 2023d). Ideally conducted in-person, but also through teleconference
means, it is a process where the visiting inspector (Italcert representative) evaluates how the
production as a whole complies with the specifications set in the EcoMuvi protocol; discerning,
along the way, the full or partial awareness of each department with regards to sustainability
(C.Morlacchi, 2023, personal communication). Following production wrap and during post-
production, the EcoMuvi Manager organises the collected evidence, consolidating the
information in the form of reports that are to be presented via a teleconference to the
Inspection Body in what is referred to as Phase Two Inspection. Essentially an audit assessing
the production’s documented environmental claims for certification, Phase Two Inspection
involves EcoMuvi and Italcert creating an audit trail, where the claims are triangulated by
strong supporting evidence, e.g. a certain claim made about minimum use of transportation
(and thus of less emissions), should be matched by the relevant reported fuel expenditure, the
specific car rental invoice stating the mileage travelled and vehicle class in addition to
corresponding fuel receipts indicating the type and amount of fuel paid for. Then, subject to a
strict ISO 17020 methodology (C.Morlacchi, 2023, personal communication), the Inspection

Body rejects or verifies the data presented, determining the awarded EcoMuvi mark score.
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8.4.9. Recent Developments

As of 2023, the EcoMuvi protocol became successfully accredited as a proprietary scheme on a
national level by Accredia, making it the first nationally recognised sustainable production
standard for the audiovisual sector (Cinecitta News, 2022). Moreover, on account of Accredia’s
multilateral recognition agreement frameworks already mentioned, such a status by default
extends internationally, making the case for a global recognition of any EcoMuvi certification
verified by Italcert. Under its protocol update and the synergistic involvement of Italcert and
Accredia, EcoMuvi had reduced and certified the impact of about 50 projects (C.Morlacchi,
2023), including feature film productions by Tempesta, Notorious, Indigo, Picomedia, and
Mompracem; TV series for Amazon Prime, Netflix, Disney, Lucky Red, Fremantle, among
documentaries, animations, short films and advertisements for Think Cattleya and BRW

Filmland (EcoMuvi, 2023c).
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8.5. Sardegna Film Commission’s Green Film Shooting Guide

8.5.1. Background

Among the many defining features of the Italian Republic is its composition: besides the Italian
State, such a composition includes Municipalities, Provinces, Metropolitan Cities and regions
which, as autonomous entities, possess their own statutes, powers and functions operating in
accordance with principles set forth in the Italian Constitution. More specifically and pursuant
to the above, within this constitutional framework, the regions of Trentino-Alto Adige/Sudtirol
in the North, Friuli-Venezia Giulia in the North-East, and Valle d'Aosta/Vallée d'Aoste in the
North-West, Sardegna in the Central-West and Sicily in the South are granted special forms
and conditions of autonomy (Presidenza della Republica Italiana, n.d.:35-36). Per Cucco
(2013:270) pursuant to the production of cinema and entertainment, while the Italian State has
yet to establish relevant guidelines that the country’s regions must follow, the regions
themselves have nevertheless proposed and promoted their own laws, developing intervening
mechanisms in support of film productions, such as film commissions and film funds to further
stimulate intraregional economic activity. Such is the case of the island of Sardegna, which, to
quote Vaughn (2022:60), has evolved into an international standard for runaway productions. In
2002, the Autonomous Region of Sardinia authority established its regional film commission,
Sardegna Film Commission Foundation (Fondazione Sardegna Film Commission; henceforth
SFCF). Formally recognised in 2006 under Regional Law No.20, the SFCF started its activities in
2012, operating as an assistance desk for audiovisual productions, offering technical, logistical
and bureaucratic services and further, region-specific production guides, assistance in
obtaining shooting permits and liaising with local institutions and, in the process, attracting
national and international productions, strengthening local businesses and enhancing the

professional growth of local operators (Instituto Luce-Cinecitta, 2013:57-59).

At the helm of the SFCF has been filmmaker and producer Nevina Satta, whose former and

current credentials, besides serving as the Foundation’s CEO for the years 2012-2024, include
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being the Vice President of Italian Film Commissions, Board Member of Cine Regio and the
European Film Academy, organiser and program coordinator at various film festivals, as well
Professor at film and media faculties in Milan-based Universities (N. Satta, 2023, personal
communication; Satta, N., 2023). Upon taking on responsibilities, Satta’s focus turned promptly
to sustainability (N.Satta, 2023, personal communication), particularly following the flood in the
city of Olbia, situated north-east on the island, whereby the city’'s waterways broke their banks,
flooding entire neighbourhoods and displacing around 2,700 from their homes, with estimated
damage at around 250 million Euros (Coi, 2023); a tragic event that unfolded amid rising
environmental vulnerabilities that have long characterised the island, such as over 50% of its
surface being susceptible to desertification due to climatic events, such as droughts and
floods, as well as human pressure, such as overgrazing, urbanisation and pollution, alongside
the gradual land degradation brought by excessive exploitation of water resources, wildfires,

deforestation and soil erosion (Corsale et al., 2020:59, 66).

8.5.2. Heroes 20.20.20.

Per Satta (2023, personal communication), the imperative at the time was not only to pursue
environmental sustainability but also to facilitate a dialogue between the island’s environmental
and cultural offices, which, up to that point, has been considerably absent in what was a
territory “divided and segmented into small fiefdoms” (Marceddu, 2023). As such, the SFCF
initiated its first sustainable production programme, Heroes 20.20.20 (a clear nod to the
European 2020 strategy), in 2014 (Cine Regio, 2017:5). Launched in collaboration with the
Sardinian Regional Department of Industry (Assessorato dell’industria) and Sardenia’s Energy
Service (Servizio Energia ed Economia Verde), and the Sardinian Body for Research and
Technological Development (Sardinia Ricerche), Heroes served as a public awareness
campaign: on the one hand, celebrating the island’s “everyday heroes” of environmental
sustainability through thematically relevant SFCF-funded projects (documentaries, web series

and short films), while on the other, promoting eco-sustainable best practices at the local level
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during the projects’ production (Cine Regio, 2015: 16). As such, funded Heroes projects had
to adhere to contemporary sustainable production norms, utilising primarily the PGA’s Green
Production Guide, in addition to VAF's e-Mission programme, Ecoprod’s Carbon Clap
calculator and guidelines and the EcoMuvi protocol; a process underscored with several
training and workshop initiatives (lbid, 2015: 16). Backed with an investment of 2 million Euros,
Heroes 20.20.20 has been successful; notwithstanding the 40 short films produced sustainably
under its banner, the project also evolved into a training platform for Italian production
companies invested in greening their own production workflows under the tutelage of visiting
French, German, Dutch and North American green production experts, during 2015’s SFCF-
organized European Cinema & Audiovisual Days workshop (N.Satta, 2023, personal
communication; Cine Regio, 2017:5,8). Subsequently, in the same year, the island hosted other
training workshops relating to sustainable production, such as the first session of the week-long
MEDIA Creative Europe Programme MAIA in the village of Chia, followed by focused classes
on implementing sustainability in the Creative Industries held at Cagliari’s Skepto International
Film Festival and a further Eco-Manager training facilitated in the Audiovisual section of the

International Music Festival Time in Jazz, held at the commune of Berchidda (lbid, 2015: 17).

8.5.3. The Green Film Shooting Guidelines

Such an exchange of best practices further paved the way for Sardinia’s own specific and
actionable strategies through the development of its Green Film Shooting guide in 2015 (Cine
Regio, 2017:5). Initially, the intention was for Sardinia’s guide to be an area-specific adaptation
of the PGA's Green Production Guide (Cine Regio, 2017:5; FSFC, 2015), on account of the
island being a hub of international co-productions (N.Satta, 2023, personal communication).
Thus, throughout the year, SFCF beta-tested (the localised PGA version) of Edison’s Green
Movie Protocol (Green Film Shooting, 2016:9). However, as Satta discovered, the PGA
framework would have largely unmatched the demands of other existing protocols (such as

Albert, Ecoprod or those developed by German broadcasters) used by productions on the
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island, adding complexity in terms of interoperability and certification (Ibid, 2023). Thus, a
practical solution was found in adapting Trentino Film Commission’s T-Green Film
methodology, still in development at the time, as a more simple, flexible and common base
approach, matching the objectives of other sustainable protocol norms in terms of operational
efficiency, monitoring of compliance and sustainability reporting (lbid, 2023). As such, the
Green Film Shooting guidelines were released in 2016 as an area-specific adaptation of the T-
Green Film rating system (Cine Regio, 2017:8). The guidelines explicitly aligned themselves
with the Europe 2020 strategic objectives for “a smart, sustainable and inclusive growth”
(European Commission, 2010:3), which, as previously discussed, preceded the European Green
Deal, while introducing a reward of five additional (“green bonus”) points, as part of the
Foundation’s 2016 Hospitality Fund, to further incentivise its adoption by applicants for SFCF's
selective cash rebate funding (Ibid, 2017:5; FSFC, 2015). The guidelines promote concrete
instructions across five key aspects of production, each linked to one of the five green bonus
points, with several optional recommendations (SFCF, 2016:2) aimed at enhancing local
synergies between hosted production troupes, eco-organisations and other community-based
services operating in the island (FSFC, 2015). More specifically, in 1) Energy Saving,
productions are given the choice of one area of action: opting either for temporary
connections to the island’s national grid for a fixed cost, the use of renewable energy sources
on-site, the use of Euro 5 electric generators or the use of fluorescent or LED lighting kits.
Further, in 2) Sustainable Accommodation and Mobility, recommendations include opting
between an exclusive use of Euro-5 class of vehicles or utilising at least 50% hybrid, CNG
(Compressed Natural Gas) or LPG (Liquified Petroleum Gas) fuel alternatives for passenger
transport; all the while opting for carpooling and environmentally friendly accommodation
within 30 km of the production set. In 3) Choice of Materials, aiming to establish a truly
sustainable audiovisual supply chain, the use of ISO 14001 or EMAS-certified suppliers is
stressed, as is adherence to the circular economy principles (reduction, reuse, recycling and
donation) and within that, achieving a reduction in paper usage opting instead for electronic
communications or at least FSC/PEFC certified paper when necessary. In 4) Food, the

preference is for zero-km restaurants with locally sourced food, or when utilising catering,
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opting for compostable and reusable disposables, simultaneously promoting local and
sustainable water consumption, while 5) Waste Management necessitates waste separation for
plastics, glass, paper, aluminium, organic and non-recyclable dry waste (lbid, 2016:2-8). Central
to the implementation of all of the above is the appointment of a Green Manager liaising with
the production team as well as the SFCF, instructing each production department on areas of
action before the start of shooting and providing relevant documentation after, such as
reporting dossiers, photos of measures adopted before and a backstage video of at least 3

minutes (Ibid, 2016:4).

Per Satta, the reception, adoption rate and subsequent impact of Green Film Shooting were
enormous, certifying more than 500 projects ranging from student films and documentaries to
feature films and advertisements between the years 2014 and 2022. Further, Satta argues that
the introduction of the guidelines instigated a form of systemic change: while the adoption of
the guidelines was not mandatory (unless subject to SFCF’s selective funds), many productions
nevertheless complied in order to access the training on a new production concept provided
for free by the SFCF, slowly helping to create a norm in the islands audiovisual production
culture (N.Satta, 2023, personal communication). That said, throughout the years, in adherence
to the SFCF's guidelines and under Satta’s supervision, various films, from critically acclaimed
independent dramas to tentpole blockbusters, as well as domestic and international television
productions, have sought innovative approaches, complying towards efficient solutions to
preserve the island’s biodiversity, flora, and fauna while involving in the process the local
community, further strengthening suppliers, along with the hospitality, and service sectors.
Some prominent and relevant examples in this direction include the RTl and Lux Vide
production for Mediaset, L'Isola di Pietro (2017-2019), the first sustainably produced ltalian TV
series (Heidsiek, 2017:9; FSFC, 2018). As a beneficiary of two SFCF funds, Sardinia Hospitality
Fund and Filming Cagliari Fund (co-funded with the Municipality of Cagliari), the production
received particular on-the-ground support during development and production in location
scouting, casting and filming permits, respecting the island’s uncontaminated beauty through

separate waste collection, and responsible consumption with locally sourced, zero-km
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travelled, zero-waste or surplus food catered to the production team, all the while involving en-
masse the local communities and suppliers of filming locations in Carloforte, Calasetta,
Portoscuso, Cagliari and Carbonia (SFCF, 2017). In addition, aiming to go even greener for its
third and final season, the production of L’Isola di Pietro enlisted the help of the Italian energy
service ENGIE, achieving even greater energy efficiency and consumption (MediaKey TV, n.d.).
Respectively, great reductions in emissions were achieved in the same year’s production of
Figlia Mia (2018). Directed by Laura Bispuri, the production was powered using mostly
available electrical sources, such as public grids, while its catering avoided altogether the use
of plastic containers, bringing on-site portable stoves, in addition to locally grown seasonal
fruits instead of desserts or industrial packaged snacks, all resulting in considerable budget
savings (Heidsiek, 2018:9). Other notable productions adopting Green Film Shooting, include
Laura Luchetti’s award-winning drama Twin Flower (Fiore gemello, 2018), Netflix production of
What We Wanted (Was wir wollten, dir. Ulrike Kofler, 2020), Silent Land (dir. Agg Woszczynska,

2021) and a multitude of animation films.

Yet, per Satta, compliance with sustainable production norms on the island of Sardegna
doesn’t end with the adoption of SFCF's region-specific guidelines or with any other protocol,
for that matter. In what she calls “creative producing,” the role of a film commission is
underscored by facilitating a collaborative synergy between local institutions and visiting
production teams as well as a creative and efficient sustainable resource utilization, both
subject to a commissioner’s thorough knowledge of the local territory and its available
resources. As an example, Satta cites the filming of (Disney-owned) Hulu’'s Catch-22 (2019), a
portion of which was shot in Olbia, Sassari. Created by Luke Davies and David Michéd, the
2019 miniseries was also acted, co-directed and co-produced by renowned celebrity human-
rights and environmental activist George Clooney, whose previous political thriller about the
global oil industry, Syriana (2006) was the first carbon-neutral major motion picture, offsetting
100% of its estimated 2,040 tons through investing in renewable energy projects (such as
methane generators and wind farms) on Native American-owned land (Warner Bros, 2006). As

such, while the production of Catch-22 adhered to Paramount Television’s own green

176



production protocol (which operationally also matched with Sardegna’s Green Film Shooting),
Satta’s local interventions further enhanced the production’s efforts in sustainability and cost-
efficiency (N.Satta, 2023, personal communication). In one instance, for the needs of a
particular scene whereby a military marching band performs synched in traditional formation,
Satta made it possible for a locally based marching band to appear instead of having a
marching band flown from the US; thus saving a considerable amount of production budget
while avoiding the unnecessary carbon emissions per passenger resulting from air travel (Ibid,
2023, personal communication). Further, in consideration of the island’s native and
endangered sea turtle species, Caretta Caretta, who habitually build nests and lay their eggs
terrestrially on Sardegna’s shores and beaches, and are subject to a very high mortality rate
(Regione Autonoma della Sardegna, 2024), as well as on account of the island’s endemic
species of seagrass Posidonia Oceania, which play a crucial role on balancing the
Mediterranean basin ecosystem (Natura Italia, N.D.), similar innovative solutions were sought
during Disney’s 2022 live-action adaptation remake of The Little Mermaid (dir. Rob Marshall,
2023). Filmed on location in Santa Teresa di Galleria and Castelsardo and adhering to BAFTA’s
Albert sustainable production protocol, the set of The Little Mermaid took special steps to
protect the biodiversity of the beach by installing supported pavement on the sand in order to
ensure that the growth of plants was not disrupted (N. Satta, 2023, personal communication).
In addition, broadening the film’s intentional connection to themes of environmental
sustainability, ocean conservation and marine biodiversity preservation (Peradze, 2023), Satta,
along with the project’s screenwriters, devised a planet placement strategy embedding and, by
extension, naturalising the Posidonia species as part of the scenery by having the central
character Ariel (portrayed by Halle Bailey) emerging out of the water covered in them. (Ibid,

2023, personal communication).
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8.5.3. New Animation Sardegna and Green Manager Training

Having developed a “fully-fledged audiovisual ecosystem” with a new generation of local
producers well versed in European co-production standards (Green Film Shooting, 2023b), in
recent years, the SFCF, under Satta’s supervision, continued to expand on previous initiatives
simultaneously with exploring new avenues in developing sustainable production training,
particularly in the realm of domestic animation production. As of 2023, the animation industry
in Italy had a €200 million turnover and was comprised of 49 companies mostly located in the
north and central north of the country, including production houses and studio services
employing an estimated 6000 professionals such as directors, screenwriters, story-boarders,
character and set designers, 2D and 3D animators, CGl artists and technicians, and other
animation production-related staff (Cinecitta News, 2023). Per Cartoon ltalia, the Italian
Association Of Animation Producers (founded in the late 1990s), in addition to many critical
issues that, production-wise, have historically included a lack of public support during the
development phase of animated films and TV programmes, the development of incentives
aimed towards the technological upgrades of existing production facilities (Cartoon ltalia and
AIFA, N.D.) and the creative brain drain caused by the emigration of domestic animation
professionals to other more favourable production-wise destinations, such as France, Belgium
and the US (Delmestri, 2002:3; Cinecitta News, 2024), the imperative is also to develop the
training of future animators further (Cinecitta News, 2023). As such, inspired by the successful
French economic initiative of Pole Image Magelis in the city of Angouléme (N.Satta, 2023,
personal communication), whereby over a period of ten years, a network of production hubs,
schools and institutions dedicated to animation production was created with more than 100
companies and 1200 animators settled (Tasciotti, 2019), the SFCF developed a strategy to
draw in new investments for animation features and series (Green Film Shooting, 2020:25) by
establishing New Animation in Sardegna (henceforth, NAS) a new creative ecosystem based on
the island’s capital of Cagliari. Utilising an eco-friendly, renovated, former factory turned
cultural hub as its permanent training laboratory (Regione Autonoma dellla Sardegna, 2020:1),

NAS operates a twelve-week highly specialised training ground and production lab for 2D/3D
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animation films, video games and educational projects. Further, owning to Satta’s focus on
sustainability, NAS also delves into sustainable production approaches, as well as green
storytelling explorations of topics such as flora and fauna, sustainability, climate change, and
life quality in the context of the UN 2030 SDGs (Heidsiek, 2020:25). Appending to the
facilitation of NAS is also the development of a Sustainability Standard for Animation in

partnership with Cartoon ltalia (Green Film Shooting, 2023b).

In late 2021, the Sardegna2030 regional strategy was approved, with five strategic objectives
focusing on capacity-building and innovation (“A Smarter Sardegna”), environmental
protection (“A Greener Sardegna”), connectivity and sustainable mobility (“A More Connected
Sardegna”), well-being, social inclusion, skills and the promotion of culture (“A More Social
Sardegna”) as well as territorial development (A Sardinia Closer To Citizen") (Regione
Autonoma della Sardegna, 2024). In this context, informed by a renewed strategic vision for
development at the regional level as well as picking up from the success of Heroes 20.20.20,
the SFCF acknowledges the shortage of qualified professionals in sustainable audiovisual and
the high demand for such skills (Regione Autonoma della Sardegna, 2022b), addressing the
challenge with the introduction of its Green Manager training in 2022. Developed in tandem
with ASPAL (Agenzia Sarda per le Politiche Attive del Lavoro; the Sardinian Agency for Active
Labor Policies) and the support of a consortium with key national and international partners
such as conformity assessment body Italcert, the Ministry of the Ecological Transition (Ministero
della Transizione Ecologica ; MITE), various regional ARPAs, the Italian Association of Italian
Film Commissions (AFC), Cartoon ltalia and RAl-owned and operated RAI Kids (Sardegna Film
Commission, 2022), the training offered is as specialised as it is versatile. In part, this versatility
lies in SFCF’s envisioned role of a “Green Manager”, a person “responsible for reducing the
environmental impact of sets, defining criteria and protocols, and certifying the environmental
sustainability level of productions in relation to a series of parameters and targets” and whose
operations expand to include cultural events such as festivals, exhibitions and live
performances (Regione Autonoma della Sardegna, 2022b:2-3). Moreover, in addition to

prioritising unemployed individuals and professionals with lower incomes, the training scheme
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specifically considers applications from two groups of professionals: either audiovisual industry
professionals who want to update their skills or environmental consultants who want to expand
their expertise towards the creative industries (Ibid, 2022b:3-5). As for the training itself, its
curriculum is designed for groups of 10 participants at a time, with a runtime of 150 hours in
total. This entails 100 hours of field learning on film sets and live shows (music and theatre
stages), while the additional 50 hours, provided remotely, expand on aspects such as an
overview of green production protocols and the work of a green manager in development,
preproduction and post-production, all in line with the Green Film Shooting guidelines

(Sardegna Film Commission, 2022).

8.6. Trentino Film Commission’s Green Film

8.6.1. Background

The region of Trentino Alto-Adige Suidtirol is another autonomous region situated at the alpine
periphery of North Italy alongside Aosta Valley and Friuli-Venezia Giulia, all of which operate
under distinct regional and provincial laws and special statutes (Palermo and Valdesalici,
2014:181). Bordering Austria to the north and Switzerland in the northwest, Trentino Alto-
Adige Sudtirol displays a mix of cultures and linguistic varieties; consisting of the provinces of
Trento (commonly referred to as Trentino), where ltalian is predominately spoken and Bolzano,
which is primarily a German-speaking area (Sapienza, 2008:104-105). Perhaps as much as
Bolzano, to quote Woelk (2013:126), Trentino constitutes a prime example in taking notice of
the many differences that set Italy’s northernmost provinces apart from the rest of the country.
And rightly so, as the province boasts a per capita GDP, comparable to that of Germany and
Sweden, exceeding the ltalian average by 27% alongside a robust and diverse production
system and an unemployment rate significantly lower than the Italian and European averages,
all underpinned by an efficient public administration, cutting edge physical and digital

infrastructures, a modern welfare system and healthcare services (Trentino Sviluppo, N.D.).
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Moreover, the region also excels in its environmental performance, with the provincial capital
city of Trento being the winner of Legambiente’s 30th edition of the Ecosistema Urbano award
in 2023, which came second to Bolzano in 2022, while it has already been a recipient of
Legambiente’s award in its 28th and 27th editions, in 2021 and 2020 respectively
(Legambiente & Ambiente ltalia, 2023:12). Naturally, when viewed from the perspective of
Sustainable Development, all of the above entail positive contributions towards achieving
specific SGSs: per research conducted by D’Adamo et al. (2020:5) Trentino also occupies the
first position in achieving SDs 1 (“No Poverty”), 8 (“Decent Work and Economic Growth”), 12
(“Responsible Production and Consumption”), 15 (“Life on Land”) and 16 (“Peace, Justice and
Strong Institutions”). Per a preceding observation made by Diamantini and Zanon (2000:300),
such progress is anchored to an intergenerational, eco-friendly mindset, whereby
“accumulations of previous generations’ actions have accomplished a transformation in both

the territory and the living conditions” therein.

As such, it's no wonder that following the success of Ecoristorazione Trentino, an
environmental sustainability project initiated by Trentino-based catering associations in 2012,
the city wanted to translate this framework programme to film and TV projects utilising the
area’s rich scenery, in addition to developing funding incentives that would ensure
environmental commitment from producers leading such projects (Cineregio, 2015:18). In
achieving this, the Trentino Film Commission (founded in 2011) conducted a yearly beta-
testing of Edison’s Green Movie protocol in 2015, adapting the protocol’s application to local
needs, while simultaneously creating lists with sustainable amenities offered at the local level,
such as green hotels, restaurants and suppliers (Heidsiek, 2016:9). However, per Luca Ferrario,
CEO of Trentino Film Commission and former Vice President of Italian Film Commissions,
starting anew, the Commission gradually developed its own, simpler regulations including
incentives for producers willing to undergo third-party certification for their productions (Di
Stefano, 2020). Consequently, the protocol draft was put into the test during 2016’s One Art
and RAI Cinema production of Resina (dir, Renzo Carbonera, 2017) the first sustainable film

produced in Trentino (Ibid, 2016:9). With additional support of both Trentino and Hamburg
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Film Commissions, Carbonera’s film explores a small community’s struggles with the effects of
climate change in an alpine village (Resina Film, 2017). True to the themes it sets out to
explore, and with the support of Trentino-based environmental consultancy company TIS
Engineering, the production of Resina also employed a variety of sustainable measures,
avoiding altogether the use of generators in favour of public grids, utilising electric bicycles
provided by the city’s local tourist agency (Azienda per il Turismo di Trento; APT Trento) while
arranging a walking distance setup between its on-location camp base, catering station and
accommodation premises; in addition to installing reusable water flasks, procuring
compostable dishes and cutlery and managing adequate waste differentiation (Resina Film,

2017).

8.6.2. T-Green Film Rating System

Following the successful application of a thorough pilot sustainability plan and coinciding with
Carbonera'’s film release, as well as in celebration of the 100th production supported since its
launching in 2011 (T-Green Film, 2017:2), the Trentino Film Commission announced its T-
Green Film rating system alongside the selected allocation of funding to projects opting for the
green certification attached to the system, making it the first regional film commission in Italy
to provide such incentives. (Cineregio, 2017:10). The T-Green Film Guidelines for Sustainable
Film Production rating system promoted sustainability in production settings from an
environmental and economic point of view, and within a region-specific context (province of
Trentino), requesting mandatory compliance in areas such as devising an overall shared mission
to minimise environmental impact while avoiding slowing down the work of the crew,
translated into a Sustainability Plan that is to be implemented and supervised by an appointed
Protocol Implementation Manager or “Green Manager” with at least two years of production
experience (T-Green Film, 2017:3-4); a role later to be re-envisioned as “Green Film Manager”,
a consultant, “even if working outside production, with at least two years of experience in

environmental consultancy” (Green Film, 2023a). However, in successfully implementing all of
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the above, productions adopting the T-Green Film were offered a flexible and customisable
points-based system with a variety of compliance options in targeted criteria such as 1) energy-
saving measures (opting between the use of temporary electricity connections and the choice
of Euro 5 generator sets as well as LED or fluorescent lighting kits), 2) a transport optimisation
plan minimising vehicle use (to be drafted by the production’s Mobility Manager), 3) Ecolabel
or Park Quality [Parco Qualita developed by Trentiono-based Adamello Brenta Park (Parco
Naturale Adamello Brenta, 2019)] certified sustainable accommodation within 10 km of the set
and camp base, 4) opting between sustainable sourcing of FSC/PEFC-certified timber and
Ecolabel/Blauer Angel varnish and the use of ISO 14001/EMAS suppliers in the making of
stage sets (T-Green Film,, 2017:3-18). Further, 5) waste management and differentiation, with
documented proof of disposal methods, 6) sustainable catering stations using local water
sources (ideally eliminating plastic the use of bottles in the process); all underlined by 7)
thorough communication of the project’s sustainability efforts, disseminated to all crew
members during production and in press kits and media presentations afterwards (Ibid, 2017:3-
18). Further, progress made in all of the above was to be verified externally by Trento’s APPA
(Agenzia Provinciale per la Protezione dell’Ambiente; Provincial Agency for Environmental
Protection), during pre-production with the submission of sustainability plan and pertinent
documentation, during production with an on-set inspection monitoring the implementation of
the pre-arranged sustainability plan and, following production wrap, the final certification
where all submitted documentation and verified testimonials are triangulated and assessed by
APPA to determine if the production qualifies for the T-GREEN FILM certification (Ibid, 2017:3-
18). Then, following what would be a successful and verified compliance, adherent productions
would then obtain a certification issued by the Trentino Film Commission along with eligibility
for an additional awarded funding contribution as a reward for respecting the local

environment (lbid, 2017:3).
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8.6.2. Green Film

The concept, methodology and certification attached to the rating system quickly took off
throughout 2017, being adopted by various other domestic projects in development or
production, such as Christian Mazaritti’'s comedy Sconnessi (2018), historical drama Menocchio
(dir. Alberto Fasulo, 2018), extreme sports action-thriller Ride (dir. Jacopo Rondinelli, 2018),
and drama Il testimone invisibile (dir. Stefano Mordini, 2018). Despite the considerable success
of the T-Green Film domestically, the demand and buy-in have been bigger at the European
level thanks to the promotional efforts of Cine Regio’s Green Reggio special interest group (L.
Merzagora, 2023, personal communication). Thus in 2019, the Trentino Film Commission
revised its rating system into an open tool that could be exported and adapted to other
national or regional concepts, into what is now known as Green Film. While maintaining the
structural similarities of T-Green Film, Green Film introduces three significant revisions: firstly,
requirements dependent on implemented actions in Trentino's territorial context were
removed, with the scoring mechanism (20 points accrued through the efficient implementation
of six criteria) adjusted to facilitate its adoption by other film commissions, funds and producers
across Europe (Cine Reggio, 2020: 9). Thirdly, while the initial verification process was
dependent on APPA's involvement, monitoring and assessment, in its 2019 edition, Trentino
Film Commission further enlisted the help of leading international company Bureau Veritas, a
French verification and certification body founded in 1828, in addition to DNV (Det Norske
Veritas), a Norwegian accreditation body founded in 1864, for the system’s international
adoptees (Ibid, 2023, personal communication). By 2024, this list expanded to include quality
assurance companies DNV Business Assurance S.r.l., and RINA in Italy, along with KPMG in

Iceland (Green Film, 2023i).

Consequently, in 2022, the Trentino Film Commission released its second edition of Green
Film and a facsimile version of the existing rating system catered towards documentary
production (Green Film, 2023g), and a pre-assessment tool, developed together with the

Belgian-French Greenshot SA's B2B software as a service solution (B2B SaaS) Greenshot,
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providing producers with a predictive simulation of the best-case scenario and achievable
score for their films, based on the entered information (Green Film, 2023e). In the same year,
Trentino Film Commission also expanded its reach in the field of sustainable event
management by partnering with the Rome-based industry event International Audiovisual
Market (MIA). Within the Italian framework and before the advent of state-issued Minimum
Environmental Criteria for Sustainable Events (CAM Eventi Sostenibili) of late 2022 the only
valid protocol has been the international ISO 20121 (Punto 3, 2023). Thus, reflecting a broader
shift towards environmental awareness and socioeconomic sustainability in line with the 17
SDGs (Mia Market, N.D.), in 2019, MIA organisers ANICA and APA —the ltalian Audiovisual
Producers Association— initiated the process of “greening” their annual editions by
successfully obtaining the ISO 20121 certification for sustainable event management, enlisting
in the process the Trentino Film Commission alongside Ferrara-based sustainable development
strategist firm Punto 3 (Green Film, 2021b). Created in 2012 as a practical management tool for
events that demonstrate commitment to sustainability in a “globally recognised manner” (ISO,
2012:7), the ISO 2021’s system promotes an iterative methodology revolving around the Plan-
Do-Check-Act (PDCA) cycle. Operationally, this setup includes identifying and engaging
stakeholders; determining the scope of the management system as well as the governing
principles of sustainable development; establishing policies, assigning roles and setting
objectives (Plan); maintaining and managing resources, communication, documentation,
operational control and supply chain management (Do); while monitoring performance (Check)
and further, identifying nonconformities and taking corrective actions according to the drafted
policies (Act) (Ibid, 2012:7). Thus in collaboration with the Trentino Film Commission, the MIA
programme identified areas of improvement, subsequently implementing environmental
objectives such as dematerialisation of paper products, preference for local suppliers,
awareness raising on sustainable mobility and guest accommodation operations, waste
reduction and promotion of separate collection and use of glass bottles and compostable
tableware; in addition to pursuing socioeconomic objectives such as inclusion and accessibility,
donation of food surplus, and promotion of locally sourced products (Mia Market, N.D.).

Further to the above, in its digital infrastructure, MIA opted for a zero-emissions cloud data
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server while allocating 5% of its net proceeds from badges sold towards adopting four
nectariferous forests, in the market's 2022 edition, subsequently planting 200 trees in 2023
(Ibid, N.D.)

8.6.3. Green Film Awards and Green Film Lab

Subsequently, in 2021, and in collaboration with its provincial APPA, the Trentino Film
Commission set up a distinct jury within the Trento Film Festival, granting a Green Film Award
in recognition of films invested in sustainable production (L.Zumiani, 2023, personal
communication). Competing screened films in the Green Award category are assessed on their
demonstrable environmental protection practices and reduced impact, particularly with respect
to the preservation of mountain environments and the fight against climate change; in turn,
prize recipients are awarded an environmental quality label and the sum of 1500€ (Trento
Festival, 2024). Moreover, in same year, the Italian Film Commissions Association endorsed
Green Film as an industry standard (Biancarelli et al., 2023:17), while more importantly, the
Trentino Film Commission joined forces with Torino Film Lab, [an international laboratory
working in tandem with the Torino Film Festival in support of emerging talents since 2008
(Museo Nazionale del Cinema, N.D.] in the creation of Green Film Lab, the first common
European training scheme in sustainable production, based on exploring the use of Green Film
rating system (Biancarelli et al., 2023:71). With further support from the EU’s Creative Media
Programme, Torino’s National Museum of Cinema and EAVE, the Luxembourg-based
European Audiovisual Entrepreneurs network (founded in 1988), the Green Film Lab has been
extremely prolific in introducing Green Film as a resource, through three-day workshops held in
ltaly (Trentino in 2022 and at Rome’s MIA in 2023), Spain (Mallorca and Sitges in 2022), Iceland
(Reykjavik in 2022), Ireland (Dublin in 2023), Poland (Warsaw in 2023) and subsequently Greece
(Athens, 2024) and the United Kingdom (Glasgow, 2024). It must be noted that the facilitation
of Green Film Lab's brief three-day workshops are not meant to deliver sustainable production

training per se or offer green manager quality assured training but rather acclimate the
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attending participants opting to use Trentino’s rating system with a tailored approach centred
around projects they are currently engaged and in development by, simultaneously
consolidating efforts to promote a common approach towards the use of best practices at the
European level (Torino Film Lab, 2023). As a result, the rating system has been so far adopted
by several European regional film commissions and funds, including Wallonia (Belgium),
Catalonia, Mallorca and the Basque Country (Spain), Greece, Iceland and Denmark, with some

of them making it compulsory (Nausicd Cinéma Durable, 2023b).

8.6.4. Green Film Research Lab

A more recent development is the 2023 Green Film Research Lab (henceforward GFRL) study
publication. Essentially updating ENEA’s (Disi and Gisotti, 2016) study of sustainability in the
ltalian audiovisual sector (see section Literature Review), which primarily located the initial
adoption of sustainable protocols in domestic production settings, GFRL introduces a
systematic approach, in-depth impact analysis while specifically addressing other economic
and environmental quantitative aspects. Financed by the Italian Ministry of Culture (Ministero
della Cultura; MiC) and with the support of an impressive interdisciplinary ensemble that
includes the Trentino Film Commission, ANICA, CineRegio and Trento’s regional APPA, as well
as Emilia Romagna’s ARPAE (Agenzia Prevention Ambiente Energia Emilia-Romagna) and
professors from the University of Bologna’s Centre for Research in Environmental Science
(Centro Interdipartimentale di Ricerca per le Scienze Ambientali; CIRSA), along with sustainable
consultancy firm Punto 3, the GFRL study adopts a Life Cycle Assessment (LCA) methodology,
which merits here a brief explanation. In simple terms, per ISO (British Standard, 2006:2), LCA
is a tool that assesses the environmental impacts and resources used throughout a product’s
life cycle, from its raw material acquisition through its production, de facto use, end-of-life
treatment, recycling, and final disposal (also referred to as the “cradle-to-grave” or C2C
approach), with the term “product” here referring to both goods and services (Finnveden et

al., 2009:1). Consequently, data gathered from LCA are assessed through a second phase
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called Life Cycle Inventory Analysis (LCI) in an input/output fashion, followed by a third phase
called Lifecycle Impact Assessment (LCIA), whereby additional information evaluates the
environmental significance and impact of such data (British Standard, 2006:v). As a
methodology, LCA can assist in 1) identifying opportunities for improvement at various points
in the lifecycle of a product, 2) informing decision-makers in industrial or governmental
organisations for the purpose of strategic planning, priority setting and product or process
design, and further 3) selecting relevant indicators of what constitutes “environmental
performance” in terms of measurement techniques and marketing devices, such as eco-

labelling schemes, environmental claims or declarations (lbid, 2006:v).

As such, employing the principles and framework of ISO 14040:2021, the requirements and
guidelines of ISO 14044:2021 and the guidelines for the quantification of greenhouse gases
and carbon footprint of products of ISO 14067:2018, the GFRL study comparatively analyses a
sample of 10 audiovisual projects produced over the period of one year (2021-2022), 5 of
which where certified in accordance with the Green Film rating system and 5 that were
produced using standard, business-as-usual methods (Green Film, 2023b:1-2). As the
productions examined were of different types and sizes and with varying production values, the
study adopted a specific unit, matching and calculating the quantity of products or services
used per person (crew and main actors) and per shooting day, all in accordance to the criteria
specified in the Green Film rating system (lbid, 2023b:2-3). Further, primary data sets were
collected on-site with inspections during production, covering areas such as the production’s
vehicle fleet, the type and number of lighting kits used; the type of electricity supplied; the
type of accommodation facilities and the number of nights spent by the troupe and actors; the
type of water, hot drinks and meals catered alongside with type and quantity of materials used
in sets and costumes, (considering also the origin of such materials and their fate following
production wrap), in addition to the waste management strategies and the economic
investments in the implementation of such measures. As such, two key findings emerged from
the study: 1) in the 21 comparisons made, adherence to the Green Film rating system criteria

accounted for less GHG emissions in 19 cases (Ibid, 2023b:4-5), while in most instances 2)
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financing the fulfilment of such criteria typically did not imply additional costs for the
producers, resulting thus in economic savings in as many as 12 out of the 21 comparisons

analysed (lbid, 2023f).

8.6.4. Recent Developments

In conclusion, a final update that brings us to the present is Trentino Film Commission’s
shortlisting at the second edition of the Global Production Awards in Cannes, competing for
the event's Sustainability Initiative Award (GPA, 2024d). The recognition is pertinent to Green
Film’s 2023 consultation, whereby the Trentino Film Commission launched a public
consultation involving 50 stakeholders, such as producers, film funds, green consultants and
public environmental agencies, across 7 European countries (Green Film, 2023h). Through
online questionnaires, focus groups and active working groups, participants in consultation
were asked to evaluate the latest (2022) version of Green Film’s rating system, suggesting edits
and updates according to their perspectives and needs, in areas such as simplicity, speed,
clarity and representativeness, resulting in new, more complete rating system addressing

elements of social sustainability (Green Film, 2023h).
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8.7. IDM Sudtirol's Green Shooting Certificate

8.7.1. Background

The province of Bolzano comprises the other half of the autonomous Trento Alto-Adige
Stdtirol region, whereby, besides its shared natural heritage and environmentally proactive
mindset with Trentino, the South Tyrolean region is also marked by unique characteristics
pertinent to its different types of borders: political borders separating the states of Italy and
Austria, cultural-linguistic borders and administrative borders that both define as well as divide
Bolzano from Trentino (Carla, 2021:168) and by extension from the rest of Italy (Palermo and
Valdesalici, 2014:181). In Bolzano, alpine tourism is one of the most important economic
sectors and has been an instrumental driver in preserving the habitat of major parts of the
European Alps (Pechlaner and Tschurtschenthaler,2003: 509). As such, from the 1980s
onwards, the province, exercising its regional special stature, has made nature and landscape
preservation an integral component of its territorial strategy, firmly prioritising a variety of
sustainable initiatives, while simultaneously imposing restrictive development plans designed
to counteract “urban sprawl and the unguided development of tourist infrastructure” (Kreisel
and Reeh, 2011:415). Thus, naturally, when it came to capitalising on its attractive and versatile
filming locations that include mountain backdrops, medieval towns, scenic lakes and forests
predominantly attracting German and Austrian co-productions (Nausica Cinéma Durable,
2023b) the province also prioritised preserving these areas as both “living and working spaces”
(IDM, N.D.b). An important step towards this direction has been the work of South Tyrol’s film
funding program. Created in 2010 as a department within BLS Business Location Stdtirol Alto
Adige, a regional office responsible for location marketing, the film fund has been a key
financial and service partner for productions developed and produced in South Tyrol since
2011, through targeted schemes and training programmes, consolidating the region as an
attractive filming destination (IDM, N.D.a). Eventually, in 2016, BLS alongside tourist
associations TIS Innovation Park, SMG South Tyrol Marketing and EOS (Export Organization

South Tyrol), were consolidated; jointly becoming IDM ("“Innovators - Developers-
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Marketeers”) Verdi Griine Vérc, 2020). In the same year, the IDM Film Fund & Commission
introduced a joint task force with Bolzano’s Office for Nature (Amt fiir Natur, Ufficio Natura), a
public body representing the province’s seven protected natural reserves, comprised of
mountains, pastures and forests (Autonomous Province of Bolzano-South Tyrol, 2024). Through
his interdisciplinary collaboration, a mandatory questionnaire assessing the impact of hosted
audiovisual productions on the reserves’ native flora and fauna was created, allowing the
provincial authority to propose alternative shooting locations, simultaneously ensuring that the

assessment was considered in IDM’s funding decisions (Cine Regio, 2020:28-29).

8.7.2. IDM’s Green Shooting Certificate

With the advent of the COVID-19 pandemic, the province of Bolzano was presented with an
opportune moment further to reshape its tourist culture in a sustainable manner aligning with
the expectations of the local population (Windegger et al., 2022:5). Thus implementing the
example of its neighbouring Trentino’s Green Film rating system (Cine Regio, 2020:7), Renate
Ranzi, Head of the Film Commission and Location Development at IDM Siidtirol, developed
the Green Shooting Certificate scheme as part of a common, region-specific approach (L.
Giuliani, 2023, personal communication). IDM'’s public and free-of-charge certificate scheme
(Nausica Cinéma Durable, 2023b) requires the submission of a Green Shooting Checklist
(developed with the assistance of sustainable consultant Phillip Gassmann and private audit
company Okoinstitut (Eco-Institute) alongside the production team’s funding application
during pre-production (IDM, N.D.b; Oko-Institut e.V., 2022). Appending to the above is also
IDM'’s Green Shooting Carbon Calculator. Developed by German environmental consultancy
KlimAktiv in cooperation with the MFG Media and Film Society (MFG Medien- und
Filmgesellschaft) and German broadcaster SWR (Stidwestrundfunk), and specifically adapted to
South Tyrolean parameters, the online tool assists film and TV productions in managing and
reducing their carbon footprints, through data submitted during pre-production, shooting and

post-production phases, simultaneously generating comprehensive reports (IDM, N.D.c).
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At first glance, much like Green Film, the Green Shooting Certificate maintains a certification
objective for sustainable practices achieved during audiovisual production and a criteria-based
approach subject to a verification process, with the involvement of a green consultant and
thorough documentation of implemented measures including on-site inspections from an
auditing body (cf IDM, N.D.c:2-4; Green Film, 2022:2-8), yet with a few significant and clearly
more sophisticated differences. Firstly, for the purposes of onsite verification (whose positive
evaluation counts toward the certification itself), IDM Sudtirol involves its provincial, Bolzano-
based public authority APA (“Agenzia Provinciale per I'Ambiente”;” Landesumweltagentur” in
German) and Okoinstitut Stdtirol. (L.Giuliani, 2023, personal communication), an aspect that,
ever since its 2021 update, the Trentino Film Commission outsources to a network of affiliated
partners across Europe (Green Film, 2023i). Secondly, IDM’s certificate expands Green Film's
six criteria ("Green Communications”, "Energy”, “Mobility and Accommodation”, “Catering”,
“Materials”, and “Waste Management”) with a seventh (“Green Innovation”). In the Green
Innovation criterion, the IDM calls for the planning and implementation of stand-alone,
effective, and innovative ideas tailored to the project applying for the certificate not covered in
the previous criteria. Proposed examples include the use of VFX instead of filming in sensitive
designated areas such as natural parks, the up-cycling of props or the promotion of
intraregional CO2 compensation schemes (IDM, N.D.c:14). Thirdly, the region-specificity is
further underlined in the Mobility and Accommodation criterion, with an embedded subsection
of four criteria assessing the sustainability of accommodation providers: in sub-criterion A,
“Living, Eating and Drinking”, the procurement of regional and organic food products is
underlined with a strong preference for vegetarian meal offerings, ideally in possession of
KlimaHaus, a certification developed by local energy agency Agenzia CasaClima (founded in
2002) or other similar quality-assured scheme (IDM, N.D.b). Further, fostering territorial
cohesion, in sub-criterion B, “We and Our Employees”, the emphasis is given to family-run
accommodation businesses alongside the employment and training of local employees familiar

with local culture and customs, maintaining a certain fluency in spoken South-Tyrolean
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languages (German, Italian and some Ladin) (Ibid, N.D.b). In Criterion C “Environment”, a
preference for state-of-the-art green accommodation infrastructures is promoted via the use of
green electricity from regional suppliers, availability of charging stations for electric cars and
bikes within 500 meters from the premises, the use of renewable energy sources for heating,
water-saving measures, use of biodegradable eco-labelled cleaning agents and locally-
produced disposable cosmetic and sanitary amenities (e.g. soaps and shampoo), made of
natural ingredients, for the guests’ rooms (Ibid, N.D.b). Accommodation facilities and
guesthouses also have the duty of providing guests with alternative arrival options, such as
trains, long-distance buses and shuttle services, and the supply of regional public transport
network cards such as Guest Card South Tyrol and Mobilcard, while exceeding hospitality,
criterion D, “Sustainable Experiences and Awareness” focuses in facilities that involve guests in
environmental sustainability topics through information provided on-site, webpages,

newsletters or guests’ rooms (lbid, N.D.b).

8.7.3. Expansion and Interoperability

Since their inception, IDM’s Green Shooting Certificate and Carbon Calculator were the only
accepted sustainable norms for productions utilising the province’s locations. However, as of
2023, to accommodate the needs of international co-productions, the IDM Film Commission
and Fund has been working towards recognising and working with different national and
international sustainable standards, in particular the more widely used German and Austrian
standards as well as Trentino’s Green Film (L. Giuliani, 2023, personal communication; Nausica

Cinéma Durabile, 2023b).
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8.8. Zen2030

8.8.1. Background

As one of the last sustainable protocol developers for the Italian audiovisual sector, Zen 2030
introduces a variety of novel features, expanding the scope and application of sustainable
consultancy: whether considering its incorporation as a Benefit Corporation, its strategic
orientation emphatically committed toward carbon neutrality with the adoption of relevant ISO
methodology or its extended services in the PNRR-powered revival of Cinecitta. Not unlike
EcoMuvi, Zen2030 grew out of concrete production settings, owing much to leading
independent Italian production company Groenlandia. Recently (2022-) acquired by French
multinational and television production and distribution, the Banijay Group, Groenlandia was
founded in 2008 by directors Sydney Sibilia, Matteo Rovere, and Andrea Paris, whose Ascent
Film was incorporated into what subsequently became the Groenlandia Group (Groenlandia
Group, n.d.). Per Gamberini (2022:136), Groenlandia’s production house gained prominence
for addressing complex issues through its projects with themes related to inclusion, activism,
authorship, originality and sustainability, the latter being a commitment extending beyond the
company's storytelling focus and well into organisational choices made on every production set
of the Group. As such, during Earth Day 2021, Mateo Rovere announced the launching of
Zen2030 (short for Zero Emissioni Nette; “Zero Net Emissions”), a benefit corporation and a
protocol aiming for “self-sustainability, not profit, to achieve zero net emissions by 2030”
(Finos, 2021). As coordinates towards similar objectives yet with a methodology that differs
from previously reviewed protocols, both the corporation model assumed, the strategies

operationalised, and the protocol provided by Zen2030 warrant our further attention.
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8.8.2. Benefit Corporations

Per Rosenberg (2011), Benefit Corporations are companies, particularly those operating within
a green or ethical niche market, that have “changed their bylaws to take into account the
impact of their decisions on the environment, community and employees, as well as profits”,
arising from the need of social entrepreneurs to set up organisations that fulfil both a profit and
a CSR mission (Scuri, 2017:4). For Kim et al. (2016), an organisational setup that utilises the
benefit corporation framework is “a way to publicly claim an identity as an organization
interested in both shareholder and stakeholder success”; an identity whose competitive
advantage, as proposed by Honeyman and Jana (2019:39) includes 1) being part of a global
community of leaders, 2) increased credibility and trust building, 3) benchmarking and
improving an organisation’s performance, further 4) protecting its mission in the long-term, as
well as 5) generating press and awareness. Historically, a “Benefit Corporation” constitutes a
legal form of enterprise that arguably owes much to the rising prominence of CSR of the late
1990s and 2000s (Agudelo et al., 2019:9) and has been successfully introduced as a concept in
many US states thanks to the efforts of the US-based B-Lab Global initiative since 2006 (Scuri,
2017:4). Operationally, per Del Baldo (2019:1) it entails characteristics of a hybrid business
model status, that is neither “fully governmental nor fully private nor no-profit”. While not
required, complementary to pursuing a benefit corporation status is the Certified B-Corp
scheme operated by B-Lab (lbid, 2019:15), a rigorous certification assessing the company’s
operations, measuring its “positive policies, practices and outputs in areas such as governance,
workers, customers, community, the environment”, and the sustainability behind the products
and services which the organisation sells (Villela et al., 2019:344). Central to B-Lab’s
certification is for assessed companies to achieve a minimum verified score of 80 out of 200
points on B Impact Assessment, a digital tool that 1) assesses the registered corporation’s
impact across five categories (governance, workers, community, environment, customers),
further 2) comparing their performance with other B-Corp certified businesses while 3) using
the platform’s resources to identify improvement opportunities and best practices (B Lab,

2024b). Companies receiving B-Lab's certification differentiate themselves as (Certified) B-
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Corps among the pool of companies (merely) incorporating themselves as “benefit
corporations” (Ramsay and Upadhyaya, 2021:2), with the value of a B-Corp certificate rising
ever since (Rosenberg, 2011). As such, per Scuri (2017:5), thanks to their adeptness at
monitoring and reporting sustainability as well as accountability and transparency, such
organisations are often characterised by outstanding CSR performance while embedding the

interests of all their stakeholders in their objectives.

Notably, thanks to the efforts of Senator Mauro Del Barba in 2014, Italy became the second
country globally to incorporate the framework, developing the appropriate legal infrastructure
that would eventually underpin its passing through the Italian Stability Law ( No. 208 on Bill on
Benefit Corporations, filed 2015, Art.1, Paragraphs 376-384), (Societa Benefit, n.d.). Per
Ventura (Peter et al., 2022:652), the “new capitalist paradigm” embodied by the Societa
benefit movement was not a novel experience for ltaly but one preceded by a long line of
initiatives related to the civil economy and civic humanism of the thirteenth and fourteenth
centuries onwards, further developed through the philosophy of Italian Enlightenment. In the
ltalian context, a benefit corporation does not constitute an additional corporation to the
existing S.r.l. (Societa a responsabilita limitata; limited liability) or an S.p.a. (Societa per Azioni;
public company) structure either; rather, per Del Bado (2019:6), it serves a configuration that
each of these corporations can decide to adopt. Further, under Italian Law, benefit
corporations are required to produce an annual report, integrated with financial statements
and transparent to the public, that addresses three key aspects: 1) the specific objectives,
methods, and actions implemented in the interest of the common benefit, 2) the evaluation of
the corporation’s social impact via means of a third-party standard (such as the GRI reporting
framework) and 3) future objectives (and related activities) to be pursued in the following year
(Ibid, 2019:6). While the Italian Law accommodates the establishment of Benefit Corporations
neatly, it does not offer any particular benefit such as tax relief (Ferlito and Faraci, 2022:4).
Nonetheless, the number of benefit corporations in the country has increased exponentially
since 2016, with more than one thousand corporations spread unevenly across all industries

(Ibid, 2022:4).
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Like them, and many other of B-Lab's international registrants [indicatively, as of 2024, a
website search on the database of B-Corps using the keywords “film” or “television
production” will reveal hundreds of listed Certified B-Corps, among them production
companies, animation and VFX studios, and other soundstage facilities (B Lab, 2024a)], Zen
2030 emphatically indicates an environmental mission and commitment to sustainability.
Founded directly as a benefit corporation in 2021, the consultancy company pledges that its
Common Benefit mission is indeed an extension of its operations that include 1) production
consulting, support and assistance services for cinematographic and audiovisual productions,
2) the development of tools for the calculation of direct and indirect GHG emissions, 3) the
creation and maintenance of an eco-friendly supplier database, 4) the training of Eco-
managers, that is, “professionals capable of planning production by applying prevention,
reduction, and compensation principles to all categories of environmental impact” and 5) the
promotion of climate change awareness among policymakers, communities and other

companies (ZEN2030, 2021:4).

8.8.3. The Zen Protocol

Central to delivering the objectives above is the Zen Protocol, a versatile set up of sustainable
interventions with a carbon offsetting component attached to it that, through integrated on-
the-ground production support by Zen Eco-managers, is also adaptable and supporting to the
needs of other sustainable norms (e.g. BAFTA's Albert) (L. Vecchi, 2023, personal
communication). Developed in collaboration with Milanese non-profit network Rete Clima,
NGO 16% to Change the World and the Accredia-backed certification body ICQM Institute
alongside the scientific-technical support of the Polaris Institute at the University of Milan-
Bicocca (ZEN2030, 2021:5), the protocol is managed by the company’s Chief Operating
Officer, Lorenzo Vecchi. Vecchi's vision for ZEN2030 is informed by an experience that includes

10 years of humanitarian and developmental work in Latin America, the Middle East and Africa.
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For Vecchi (2023, personal communication), embedded in this experience is the notion of
“reverse engineering”, the idea that efficient planning for socio-environmental interventions
begins with the end goal in the lifecycle of a product or service —in Zen2030’s case, identifying
and meeting science-based targets related to production emissions— and then working
backwards to determine the steps needed to reach that goal. Building on this approach, the
Zen Protocol was developed into two complementary modes: 1) the eco-design of the film sets
in preproduction and the reduction and prevention of GHG emissions during production, with
on-ground production support from its Eco-managers, in addition to 2) the calculation of
residual emissions in order to counteract them (Rete Clima, n.d.a) To that effect, the protocol
lists actions that a production and its various departments can undertake during all phases of
production to reduce direct and indirect emissions in areas such as 1) mobility, 2) transport, 3)
energy, 4) catering, 5) accommodation, 6) materials and 7) waste (ZEN2030, 2021:5). In
production settings, the protocol is implemented in three stages: eco-design during pre-
production and the subsequent provision of an Eco-manager who coordinates all departments
during production, calculation of residual emissions using Zen2030’s carbon calculator
developed with Rete Clima, and finally the carbon offsetting of the project following

production wrap (Nausica Cinéma, 2023b).

8.8.3. Carbon Neutrality and Net Zero

As Zen2030’s name implies, the interconnected concepts of carbon neutrality, carbon
negativity and net zero were key in shaping its protocol’s scope and methodology as much as
they were towards its corporate mission. While as a notion, carbon neutrality was implicitly
brought up during the 1992 UN Convention on Climate Change (Chen et al., 2024:1-2), per
Rauland and Newman (2015:95), its discourse really gained prominence and momentum during
a period of heightened public concern about climate change, accelerated by the advocacy of
prominent figures such as Al Gore’s An Inconvenient Truth (Dir. Davis Guggenheim, 2006) and

reports such as IPCC’s Fourth Assessment Report in 2007. As a concept, carbon neutrality
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implies balancing the amount of CO2 emissions released into the atmosphere (as a result of
anthropogenic activity) with an equivalent amount of CO2 removal and offsetting (Hakovirta,
2023:1) and preventing an equal amount of emissions by substituting a non- or low-carbon
producing alternative (Murray and Jay, 2009:239). Per Chung and To (2022: 1), the path
towards carbon neutrality relies heavily on technological advancements powering the shift
towards the use of green and/or renewable energy, as much as it relies on social change,
defined as “the adoption of a green lifestyle at the individual level to produce a low-carbon
and circular economy at the national level”. Appending to carbon neutrality are the terms
“climate negative” and “climate positive”. Used interchangeably and often colloquially as
marketing buzzwords (Anzilotti, 2018), both concepts essentially ask the question, “How much
GHGs are being produced and subsequently removed or offset?”. Per Safdie (2023), the usage
of the terms as a means to describe any given progress made in the reduction of carbon
emissions, and depending on the context, carbon positivity may describe business-as-usual
and unmitigated approaches, where a business entity—comprising a product, service or total
operations— produces an amount of emissions and therefore contributes or adds (“positive”)
to climate change, or a scenario where the removed total equivalent of GHG emissions of a
business entity is less than the emissions released, thus “negative” in the sense of falling below
zero on its carbon account balance. Per the Zen Protocol, a production is considered carbon-
negative when up to 125% of emissions generated are compensated, usually through the
purchase of carbon credits and ecosystem restoration projects (Zen2030, 2022:19). Another
overlapping (IPCC, 2022:5) concept used interchangeably (Chen et al., 2024:5) with carbon
neutrality is that of “net zero”, though one embodying different principles in terms of scale and
methodology (Ibid., 2024:3). Whereas carbon neutrality is concerned with the reduction of
carbon emissions, net zero aims to ensure that the total amount of greenhouse gases (GHGs)—
including carbon dioxide, methane, sulphur dioxide and various hydrofluorocarbons—
removed from the atmosphere equals the amount emitted by human activities (National Grid,
2022); in other words, offsetting or removing the same amount of GHG emitted in some other
place (Allen, 2021), what for per Chen et al.(2024:3) constitutes a broader perspective and

more comprehensive approach to managing emissions on a global scale. Per Fankhauser et al.
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(2021:15), while climate ambition has been historically formulated as a stabilised level of
atmospheric concentrations during the 1992 UN Convention on Climate Change) or as a
percentage of emissions reduction target during the Kyoto Protocol in 1992, as of the 2015
Paris Agreement, the frame of reference has shifted towards a specific target date (e.g. 2050)
for reaching target emissions, with almost two-thirds of global emissions covered by net-zero

targets.

For Vecchi (2023, personal communication), approaching sustainability through a scope purely
calibrated on emissions entails greater efficiency. Emissions, which alone account for more than
half of the environmental impact of production, are prioritised not only due to their
considerable impact and ease of monitoring but also due to strict adherence to the
international standards of ISO 14064 methodology. Essentially addressing the lack of
comparability and uniformity among the many environmental management systems on offer
(Pyrgioti, 2023) and in order to steer the standardization process (Wu et al., 2014:161),
following the success of its ISO 9000 family of standards (“Quality Management”), ISO
introduced its 14000 series in 1996 (“Environmental Management Systems”) (Corbett and
Kirsch, 2009:329). Subsequently, in line with a broader shift that saw GHG becoming a central
feature in many international and mutually reinforcing agendas, with net zero emissions
becoming the new focus of climate policy (Fankhauser et al., 2021:15), ISO subsequently
delivered its three-part 14064 standards in 2006. As of its 2012 update, ISO 14064 consists of
1) ISO 14064-1, which specifies the principles and requirements for quantifying and accounting
for GHG emissions and removals at the organizational level; 2) ISO 14064-2, which illustrates
the principles and requirements and provides guidance for quantifying, monitoring, and
accounting measures to reduce GHG emissions and increase removals at the project level and
3) ISO 14064-3 which sets the rules and guides for managing and validating GHG claims in
organisations and projects, in line with quantification, monitoring and accounting

methodologies covered in ISO 14064-1 and 14064-2 (Bastianoni et al., 2014:98).
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8.8.3. Romulus Season 2

Following the establishment of the Zen Protocol along those methodological lines in 2020, the
protocol was successfully piloted on the 2021 Groenlandia co-production with RAI Cinema and
Amazon Prime Video BlackOut Love (dir.Francesca Marino, 2021) (Zen2030,2021:5). Further, in
the same year Zen2030 was engaged by Groenlandia to oversee what would be the first of its
20 low emission projects (targeting specifically to bring down emissions by at least by 50%)
until the year 2030, starting with the second season of the Sky Original Romulus (2020-)
(Duesse Media Network, 2021). The last instalment on a franchise of historical dramas dealing
with the mythological founding of Rome, preceded by a first season (dir. Matteo Rovere, 2020)
and a feature film Romulus and Remus: The First King (Il Primo Re, dir. Matteo Rovere, 2019),
the Sky ltalia, Cattleya, Groenlandia and ITV co-production, also directed by Matteo Rovere,
Romulus Season Two was actually overseen using Bafta’s Albert, whose use, as discussed in-
depth elsewhere in this study, is mandatory in productions commissioned by the Comcast-
owned Sky Group and all of its subsidiaries (United Kingdom, Ireland, Germany, Austria,
Switzerland and ltaly (G.Raciti, 2023, personal communication). Nevertheless, owing to
familiarity with a robust, thorough and precise ISO methodology, in addition to dedicated on-
the-ground production support from its Eco-managers and access to an inventory of local,
sustainable suppliers, Zen2030’s involvement proved to be more than merely complimentary
toward the making of the Sky Original with a range unique interventions. Considered Sky
ltalia’s most sustainable production to date (Lang, 2021), the second season of Romulus
utilised temporary connections to the national power grid, renewable energy derived from
certified sources and photovoltaic systems, while its sets were constructed using certified FSC
and PEFC wood in addition to material from recycled and renewable sources (Moretti, 2022).
Meals were offered to a cast and crew of 200-plus daily with a fully compostable cutlery service
utilising a local and organic supply chain, engaging local producers known for their responsible
fertiliser- and pesticide-free land use while donating all surplus food (Albert, 2023b). Further,
aiming for a maximum reduction of waste, Romulus’ sets were provided with three dedicated

eco-facilities with monitored waste levels, differentiation and eventual collection from private
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recycling companies (rather than mere disposal) while keeping the production’s mixed waste
below 11% of the total waste (Ibid, 2023b). To that effect, all scraps from production sets were
recovered and sorted, with textiles recycled or donated to charities, construction timbers
returned to their suppliers (thus avoiding landfill disposal), and agricultural waste, such as
removed shrubs and grasses to make room for production sets, converted into compost (lbid,
2023b). Following Romulus’ production wrap, the collected emission data were then calculated
by ICQM in accordance with ISO 14064-1:2019 and verified in compliance with ISO 14064-2,
further offsetting 100% of calculated GHG emissions through the purchase of carbon credits by
Modern Road Makers Pvt. Ltd., a wind power project based in Rajasthan, India (ICMQ, 2022),
thus achieving complete carbon neutrality in accordance to ISO standards (Zen2030, 2022). In
addition, aiming to go beyond carbon neutral, Zen2030, with the support of Bafta Albert,
organised the reforestation of a degraded Milanese area (Nova Milanese) with the subsequent
plantation of over 150 trees (Albert, 2023b), a project part of Rete Clima’s Foresta Italia
national campaign (Rete Clima, ND). This initiative made Romulus Season Two the first Carbon
Negative ltalian production (Zen2030, 2022). Further, Romulus became one of the three
recipients of the Green Movie Award during the sixth edition of the Rome-based Green Movie
Festival in recognition of its contribution to the “diffusion of environmental culture in cinema”
and the encouragement of zero-impact projects (Green Movie Festival, 2021). Subsequent
Groenlandia productions, whose sustainability was overseen by Zen2030, include This is Not
Hollywood (Avetrana Qui non e Hollywood; dir.Pippo Mezzapesa, 2022), The Law According to
Lydia Poét ( La legge di Lidia Poét; dirs. Guido luculano and Davide Orsini, 2023), tv series
SuperSex (Created by Francesca Manieri, 2024), A Dark Story (Una Storia Nera; Leonardo
D’Agostini, 2024) and two projects directed by Groenlandia co-founder Sydney Sibilia, Around
the Blue (2024) and Il Diario di Bordo (2024).
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8.8.4. Cinecitta REgeneration

A recurrent theme in this research is the observation that often sustainable production
consultancy companies in Italy and beyond extend their services in areas adjacent to screen
media production, ranging from overseeing the sustainability of film festivals and sector-related
events to the greening of actual sound stage studio spaces. For the latter, as we've already
seen in the cases of early pioneers such as Warner Bros (Corbet and Turco, 2006:52-54), The
Disney Group (The Walt Disney Company, 2005:10), Sony Pictures Entertainment (Sony
Pictures, 2022) and the Sky Group (Climate Impact Partners, 2024), such activity was initially
carried out internally by the studios themselves as part of their CSR activity, in a self-
determining manner. However, following the successful advocacy of the Albert Consortium and
the challenge set forth by its Screen New Deal (BFI et al., 2020), we posit here that a growing
number of physical studio spaces are now coordinating their efforts by aligning with industry-
wide frameworks, particularly in areas such as sustainability planning, monitoring, calculation
and assessment of data as well as occasionally, certification. Predominantly, this trend is
evidenced by the en masse adoption of Bafta Albert’s Albert Studio Sustainability Standard by
an ensemble of prominent studios in 2022, including Warner’s Levensden Studios (Warner Bros
Studios Levensden, 2024), Sky Studios Elstree (Best, 2024) Pinewood Studios (Pinewood
Group, n.d.) and BBC Studioworks (BBC Studioworks, 2023) in the UK, in addition to Sony
Pictures Studio Lot in Culver City, California (Albert and Arup, 2023:7) among other leading
facilities. Similarly, a pertinent example within our immediate context is Zen2030’s
collaboration with Cinecitta S.p.a. as part of the latter’s Cinecitta REgeneration initiative

(Cinecitta, n.d.a).

As we have already outlined, the substantial 300 million Euro investment from PNRR in
Cinecitta is articulated along four lines: 1) the construction of new studios and the
refurbishment of existing ones (comprising the actual historic Cinecitta complex), alongside
additional investments in new in-house digital technologies, systems, and services; 2) the

construction of six new high-tech theatres; 3) the enhancement of production and training
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activities of the Experimental Centre for Cinematography and 4) the development of
infrastructure for both professional and educational use strengthening the skills and
competences of professionals (Camera dei Deputati, 2021:103). While per Pizzo (2023:9),
“above and beyond the many intentions related to education and training”, the Cinecitta
project remains at its core a construction project, benefitting Rome’s most profitable sector,
that of construction, further feeding “the more contentious branch of the urban economy, that
of land rent” and therefore contradicting in principle the studio’s effort for an “ecological
transition”(Ibid, 2023:11), target-wise, sustainability appears to be deeply embedded in the
context of the studio’s 2022-2026 Strategic Plan, complementing the other planned goals such
as infrastructural development, technological innovation, market expansion and talent
development (Cinecitta S.p.a, 2021b:5). Developed and completed in 2021 in line with the
PNRR framework (Cinecitta S.p.a., 2021a:57) and the intention of positioning the studio as “a
sector leader in sustainability and inclusivity” (Ibid, 2021a:57), Cinecitta’s 2022-2026 strategy
towards sustainability essentially is comprised by two components: 1) an infrastructural one
through investments in energy-efficient technology and facilities in the new or existing
properties and 2) a strategic one, where green production practices are implemented during all

phases of in-house productions hosted in the complex (Cinecitta, 2021b:10).

Infrastructurally, per the Webuild Group subsidiary NBI S.p.a., involved in the construction of
the new Cinecitta sound stages, in line with the Italian construction sector’s mandatory public
procurement requirements and Minimum Environmental Criteria (CAM), the investments will
ensure that new or refurbished properties alike will have a greater capacity to “balance the
energy produced with that consumed”, thereby reducing their dependency on the energy
distribution network (NBI S.p.A., 2023). As seen in the construction of Cinecitta’s T19 theatre,
this capacity is fulfilled from the outset through a combination of various infill, insulating, and
high-thermal-performance wall packages and the installation of an energy production system
(Ibid, 2023). In fact, since 2022, all of the complex’s existing studio facilities have been
powered with 100% renewable energy, while they anticipate commencing their own self-

production of electricity by 2025 through solar panels installed on surfaces of over 2,000
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square meters (Cinecitta S.p.A.,, 2024a). Strategically, Cinecitta REgeneration’s ESG vision is
formulated along both Sustainable Development principles and Paris Agreement discourses
(Cinecitta S.p.A.,, 2024b), aiming to further embed socio-environmental considerations and
2050 net-zero objectives across all of the studio’s business activities through a series of
mitigating actions (Cinecitta S.p.A.,, 2024a). Applying equally to all of Cinecitta’s employees,
visitors and production troupes, as well as its customers and suppliers, this mitigating strategy
is articulated through the publication and updates of Cinecitta REgeneration’s Green
Production Standards for Film Crews (Cinecitta S.p.A.,, 2023). The actions outlined in Green
Production Standards cover areas such as 1) mobility and transportation, 2) power, 3)
accommodation, 4) meals and water, 5) materials, 6) waste and 7) communication. Target-wise,
the interventions promoted are on par with most sustainable norms examined so far,
potentially even to a complementary extent, in that they establish a priori standard practices
within the studio complex that a sustainability manager can work with more easily. Despite
being venue-specific, the recommendations are typical, flexible and common sense: from
reaching Cinecitta by public transport or carpooling while once in the complex moving around
by foot, bike or electric minicar to opting for local accommodation within a 10 km radius from
the studios and adopting a zero waste policy while there (lbid, 2023:3-5). However, while fully
optional and offered on a suggestive basis, for the most part, certain considerations stand out
as mandatory in the Green Production Standards. For instance, precisely because the studio is
powered by 100% renewable energy (as of 2022), productions are asked to always use grid
energy and never portable generators unless those solutions come with low-impact
specifications and performance (such as hybrid, electric, photovoltaic or with alternative fuel).
Further, Cinecitta asks that only low-consumption and LED lightbulbs, as well as rechargeable
batteries, be used on its premises (lbid, 2023:3) and that if external catering is brought in, it
should be carried out exclusively through washable or compostable containers, while
disposable water solutions are forbidden altogether, on account that the complex has its own
dispensers throughout all of its sites (Ibid, 2023c:4). In addition, Cinecitta operates a forward
circular policy, whereby on the one hand productions can freely browse through the studio’s

warehouses and recover and use existing (rental or used) material and on other are upon
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production wrap urged to donate their props to organisations or companies that can reuse or

recycle them (lbid, 2023:5).

8.8.5. Cinecittd Decarbonisation Plan

A critical component underpinning all of the above mitigative actions is Cinecitta
REgeneration’s Decarbonisation Plan. The result of a working group between Zen 2030 and
Rete Clima, whereby the latter two collected and analysed the data from Cinecitta’s annual
corporate exercise for the year 2021, subsequently calculating the studio’s entire Organisation
Carbon Footprint (CFO; Carbon Footprint of Organizations), allocating produced GHG
emissions by Scope and Category (Zen2030, 2022:5; Rete Clima, 2024). Following the
completion of these calculations, a medium-term decarbonisation plan was developed in line
with the Science Based Target framework (Ibid, 2024), whose exploration merits a small detour.
Essentially, a context-based approach to corporate sustainability, aligning and converting
corporate carbon reduction targets with climate science consensus and global decarbonisation
objectives (Giesekam et al., 2021:2,16), per Rete Clima (2024), Science Based Targets (SBTs)
are objectives for the reduction of CO2 emissions and other climate-altering gases that are first
and foremost consistent with the Paris Agreement and IPCC'’s scientific vision and output, such
as the substantial reduction of global greenhouse gas emissions to maintain global
temperature increases to well below 2°C, gradually limiting 1.5°C above pre-industrial levels, in
the understanding that such an achievement will significantly reduce the risks associated with
climate change (UN, 2015:3). The most widely used criteria for defining what constitutes a
“science-based target” are the SBTi Net Zero Standards, drawn by the Science Base Target
Initiative (henceforward, SBTi), a partnership between the UN Global Compact (UNGC), the
World Resource Institute, the Carbon Disclosure Project (CDP) and the World Wide Fund for
Nature (WWF) launched in 2014, aiming to support the corporate and finance transition
towards setting and meeting more ambitious climate mitigation objectives (Giesekam et al.,

2021:2; Rete Clima, n.d.b). Per Giesekam et al. (2023:5), to receive SBT approval from the
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Initiative, companies that commit to aligning with SBTi’s Net-Zero Standard are obliged to
report their company-wide Scope 1 and Scope 2 emissions, with a further Scope 3 screening
attached to the process, during which if the Scope 3 type of emissions is found to represent
40% or more of the total (Scope 1-3) emissions, then also setting a Scope 3 target becomes
mandatory. These target boundaries are articulated along near-term (5-10 years) and long-term
(2050 or sooner) goals (SBTi, 2024a:14), for which corporate performance is planned and
operationalised through specific approaches such as the Absolute Contraction Approach (ACA)
which aims for a linear reduction in absolute emissions (total amount of GHGs) and the Physical
Intensity Contraction Approach (PICA), which targets the reduction of intensity within the
emissions of various industrial sectors, aiming to produce less emissions per unit of output and
is, therefore, subject to a Sectoral Decarbonisation Approach (SDA) (Schweitzer et al.,
2023:200). Operationally, we can argue that, while SBTi-related targets are prioritised by
committed entities, they still operate within the bounds of ESG (on account of their
environmental focus) and are contributive towards CSR performance. As such, eligible SBTi
membership organisations, which by design include parent companies and subsidiaries,
alongside non-subsidiary independent companies with fewer than 500 employees that utilise
the framework as Small and Medium Enterprises (SMEs)(Science Based Targets, 2022:1), can
access the benefits of associating with the Initiative, which per the SBTi, include enhanced
brand reputation, increased investor confidence, regulatory resilience, boosted innovation,

cost saving and competitive advantage (Galvin, 2018).

8.8.6. Science Based Targets

In addition to having defined a decarbonisation plan for Cinecitta as part of the latter’s
REgeneration project in 2022 and in a manner consistent with eligibility for SBTi membership
(Rete Clima, 2024), Zen2030 and Rete Clima also helped the studio transition to 100%
renewable energy, installing 60 water dispensers supplying water from the national water

network while creating a policy for the promotion of reusable bottles to reduce plastic
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consumption drastically, and a digital signature protocol system to reduce paper printing
(Zen2030, 2022:5). Further, in the same year Zen2030 oversaw sustainability at the 5th edition
of Rome Video Game Lab (RVGL, henceforward), hosted at Cinecitta. Consisting of workshops,
panels, educational master classes, exhibitions and demos, which essentially extended both
Zen2030's services and Cinecitta’s commitment on the event front, the annually held RVGL has
been the first carbon-neutral and low-impact event produced by the studios (Cinecitta S.p.A,
2023:3). Procedurally, this operation entailed an initial logistical assessment followed by
defining guidelines and actions aimed at minimizing the event’s impact, which was shared with
visitors, guests, exhibitors, and suppliers (Cinecitta S.p.A, 2023:2,4). Among the many actions
promoted was the adoption of a plastic-free policy, utilising rented furniture for the venue’s
decoration, serving a predominantly vegetarian catering menu with fully compostable or
washable service and donating any food surplus to non-profit organisation Banco Alimentare di
Roma while in its entirety, the whole event was powered solely via 100% renewable through
Cinecitta electrical grid connection (lbid, 2023:4). Simultaneously, performance in the above
areas was monitored, a function that made possible the calculation of the event's total
emissions, which were subsequently converted into tons of CO2 by technical partner Italian
Climate Network association ONLUS (Ibid, 2023:3-4), and compensated through a certified

sustainable development project in Peru (Zen2030, 2022:6).
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9. Integration of Sustainability in Audiovisual Production

9.1. Introduction

The previous section provided a structured historical review of sustainability in audiovisual
production, registering the notion of film (and broadly, audiovisual) products as
“environmentally determined and determining” cultural artefacts (Bozak, 2012:4), a perspective
that contributes holistically towards existing frameworks aimed at historicising film, that per
Hagener and Zimmermann (2023:13), include the examination of film as a story of progress or
decay, an aesthetic and technological object, or simply, a socio-economic trajectory of its
industries. More importantly, in constructing a history of sustainability in audiovisual
production, we broadly uncovered the key theoretical concepts of its practice, such as the
notion of footprint in the sector’s operations and beyond, the influence of policy frameworks,
whether voluntary (SDGs) or mandatory (Paris Agreement and the European Green Deal),
alongside the development of sustainable protocols from the sector’s grassroots (bottom-up)
and corporate (top-down) strategies at scale as part of a wider ESG push, and further, the

necessity for verification and certification of environmental compliance on production sets.

By contrast, in the following sections, the focus is specifically on the integration of the above
concepts within audiovisual production settings. Here, by integration, we refer to the manner,
capacity, and extent to which 1) sustainability professionals are attached to production settings
and 2) sustainability norms are embedded into established production workflows in tandem
with current and future 3) industry-endorsed solutions. Thus, utilising mainly primary data, the
ensuing analysis will explore the lived experience, considerations and insights of professionals
driving sustainability in the sector alongside the more critical observations of (both emerging
and established) scholars invested in this line of research. Further, it will explore what
constitutes optimal and less ideal scenarios for integration, showcasing poignant instances and

events of how sustainability is embedded during all stages of production, from project
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development, pre-production, production and post-production to sustainability reporting and
certification, often differentiating between substantial and minimal efforts, as well as between
holistic and purely environmental approaches. Concurrently, our attention is engaged across
the implications of integrating sustainability in all production departments, as well as in the
production of different genres, such as animation, documentary, sports and sector-related live
events. In doing so, the discussion will highlight best practices and strategies, as well as
production settings and dynamics that are relevant towards benchmarking the case of Italy,

underpinning thus the study’s concluding remarks for domestic policy, industry and academia.

9.2. The Role of Sustainability Manager

9.2.1. By any other name: The Sustainability Manager in Audiovisual Production

Known generally as an “Eco-Manager”(Victory, 2014), “Eco-Supervisor” (O'Brien, 2014),
“Green Runner” (Cineregio, 2015:23), “Eco-Assistant”(Jimenez-Morales and Lopera-Marmol,
2021:2), “Sustainability Consultant” (Screen Daily, 2021; Torchin, 2022), “Green Film Manager”
(Green Film, 2022) or “"Green Film Consultant” (Bundesverband Green Consultants, 2020;
LAFC, 2022; Film Commission Sudtirol, 2023) “Green Steward” (Greenshoot, 2023) and
“Green Producing Agent” (BMK and VKI, 2017:6); a role that as we have seen, by any other
name, implies “a seasoned production professional...[who]...functions as a department head
alongside other crew department heads” (O'Brien, 2014:14), planning, implementing and
managing sustainability from prep through wrap (Ibid, 2014). Although such features are
indeed a sine qua non for this type of employment, its actual practice varies greatly depending
on the production context. While Torchin (2021) suggests that generally, such a role sits
comparatively low on the production hierarchy and is often reduced to a mere function
delegated to production runners (L.Vecchi, 2023 and A. Knott, 2024, personal communication;
Hadas, 2024:7), sustainable production professionals working in dynamic film production

environments emphasise the importance of their involvement in the process of making a film
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across logistical, technical and coordinating domains. For leading practitioner Jennifer
Sandoval (J.Sandoval, 2023, personal communication), Sustainable Production Specialist and
Industry Relations Executive at US-based Earth Angels, the role is crucial both temporally and
financially, involving essential research besides on-the-ground work that productions simply do
not have the time to commit to. For the tentpole films and popular TV productions that Earth
Angels works primarily with, this includes understanding the physical characteristics of the
shooting locations, analysing local regulations and available infrastructures related to waste
management and composting while facilitating the rentals of clean mobile power solutions
such as electric generators, which will subsequently inform the strategies behind a production’s
waste and energy plans (Ibid, 2023), in addition to working closely and in real-time with the
production team, manager and studio executives, optimising the production budget and, to

that effect, identifying potential cost-benefit measures (lbid, 2023).

Per Marie-Louise Smith, founder and managing director of UK’s Neptune Sustainability, the
indispensability of the role further extends also to its communication component, with
Sustainability Managers being required to report back on collected data metrics through
comprehensive and technical written reports (L.M.Smith, 2023, personal communication).
Further, for Matteo Sant'Unione, Board Member of the German Federal Association of Green
Film & TV Consultants, the role pertains much to stakeholder engagement, functioning as a
bridge between funders and broadcasters, balancing the practical demands of production
workflows with the regulatory compliance and other sustainability goals set by the producers.
Moreover, per Renato Cremonesi of Green Ciak, besides planning, monitoring, and reporting
environmental compliance in accordance with established protocols, the role’s importance is
also articulated across educational lines, with the Sustainability Manager providing pertinent
training to operators during the entirety of shooting (R. Cremonesi, 2023, personal
communication), instigating a change of habits on set, whereby crew and department directors
have overcome their resistance towards adopting new practices or modifying their workflows

when needed (V.Jamonte, 2023, personal communication).
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9.2.2. Career Pathways of Sustainability Managers

A general observation among full-time employed sustainability managers interviewed for this
study is that, for the most part, they are film and media production graduates at the University
or college level, with subsequent (considering a 5-10 years expertise benchmark) seasoned
freelance work in the production (as unit production managers, production coordinators and
often producers) and directing departments (as directors and assistant directors). For some, the
switch to sustainability in audiovisual production was facilitated through additional education
such as focused Master’s degrees in sustainability-related studies (indicatively, bearing names
such as “Leadership and Sustainability” and “Sustainability Studies”), attended in their country
of origin or beyond and, as of 2022, a monthly focused training on sustainable production itself
through quality assured training at Germany's Stuttgart Media University (Hochschule der
Medien HTM); a training model that per the course’s graduate, certified Green Consultant and
Trainer Dorte Schneider-Garcia (2023, personal communication) is expected to spread
gradually over Europe, with regional adaptations developed to be integrated in Portuguese,
Norwegian, Swedish and Finnish university curricula. In addition, there have been fewer
instances during data collection where the opposite trend is observed, with STEM graduates (in
particular Natural Sciences majors in fields such as Biology) entering the audiovisual sector and
applying their scientific knowledge and skills transversally, although, per Janka Neostupova's
(2023, personal communication) observations, post-COVID, there is a growing tendency
whereby demand for sustainability professionals sees positions getting filled in the industry

also by such graduates, who, by necessity, build up their production skills on the spot.

Within those career trajectories, and acknowledging the interdisciplinary nature of the work,
sustainable production professionals themselves offer diverse suggestions as to what
constitutes the ideal educational background for the trade’s prospective candidates: per early
practitioner, renowned horror director, producer, actor and author of Low Impact Filmmaking
(1993, US: Glass Eye Pix), Larry Fessenden (2024, personal communication), the implications of

the role are practical, advocating for a flexible approach to hiring, whereby professionals from
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varied backgrounds bring unique perspectives on production sets. For Gabriele Raciti (2024,
personal communication), Sustainability Manager at Sky Italia, the essential prerequisite is a
firsthand experience of life on production sets and their workflows, challenges and dynamics, a
basic familiarity with which is typically provided at a foundational level in film and media
production courses. In contrast, per Smith (2023, personal communication), an environmental
science degree is more beneficial for the job’s demands than a traditional film degree, an
understanding that per Hadas (2024:22) primarily views sees sustainability department roles as

essentially science communication roles.

9.2.3. Employment Models and Organisational Structures

As we have already established, the role and job description of a sustainability manager,
alongside the media policies and production practices that underpin them, have been
generally grouped in the literature fittingly under the term “Environment Management of the
Media” (Kaapa, 2018; Kaapa and Hunter, 2022:312) while demand for such services is client-
driven and thus customised (J. Sandoval, 2023; M.L.Smith, 2023; personal communication),
policy dependent and constantly evolving (M.Sant'Unione, 2023) and is met through diverse
context-dependent business-organisation formation. Further, the advent of this specialisation
has also been framed in the context of the green job market (Disi and Gisotti, 2016:5; M.
Gisotti, 2023, personal communication) and as part of a broader trend in emerging production-
related roles (Screen Daily, 2021), putting policy and accountability into operation (Torching,
2022), all of which, besides their commonalities, are often characterised by different

organisational setups.

Per Kozar and Sulich’s bibliometric study (2023:11) on the growing phenomenon of “green
jobs,” a useful distinction is made between proposed name variants such as “green

"o

employment,” “green collar,” and “sustainability jobs,” with bibliographic references towards

green collar jobs articulated broadly along engineering and renewable energy technology and
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sustainability jobs along strategy formulation lines. Both of these directions have experienced
rapid growth, with strategy formulation administered through the services of environmental
consultancy firms. Per Taberham (2021:15-16), environmental consultancies have become
increasingly global in their reach and operations, diversifying their areas of work while
organising themselves into specific market sectors (lbid, 2021:51). As such, catering to the
audiovisual sector, the concept most closely resembling this strategic (but also operational)
service provision is known as 1)”sustainable consultancy” or “service” which (is usually formed
by) and typically employs sustainable production professionals as its chief strategists
(EcoMuvi,2023c; Vecchi, 2023; Earth Angel Sets, n.d.), as employees on a freelance, project-to-
project basis (with work, however, all year round, given the growing demand for such services).
Further, sustainability professionals are employed as 2) full-time in-house sustainability
managers for studios (Belli, 2024), broadcasters and production companies (Raciti, 2024,
Sant'Unione; 2024, personal communications) as well as film commissions and institutes tied to
regional funding for audiovisual productions (T. Wagendorp, 2023; Austrian Film Institute,
2024) and 3) more recently, an integrated service within companies offering 360° Health and

Safety services (Czech Film Commission, 2024).

9.2.4. Sustainability Consultancies and Services

Per Chiarini (2024f, personal communication), there is tension surrounding the
professionalisation—and, by extension—classification of environmental roles within the
audiovisual sector. Central to this broader debate is whether sustainable production companies
indeed comprise “services” or “consultancies”, to which Chiarini (Ibid, personal
communication) distinguishes between a more substantial engagement through direct
involvement in production set operations and workflows (services) as opposed to merely
providing guidance remotely without any practical engagement (consultancy), limiting the

capacity to effect real change. However, semantics aside, for the purposes of this research,
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while the nuances of both terms are acknowledged, the terms “consultancy” and “service” are

used here interchangeably.

Thus, in the first instance, companies offering sustainability consultancy services for audiovisual
sets generally distinguish their labour between strategic and operational roles in a tiered
manner. In the case of EcoMuvi, a senior EcoMuvi Manager is normally the principal strategist
of a production’s sustainability plan, directing accordingly (in a hybrid, on-location and remote
manner) a small (1-3 people) team of other junior EcoMuvi Managers and assistants overseeing
and documenting the plan’s implementation during production (EcoMuvi, 2024). For Earth
Angels Sustainable Sets, primarily catering to medium or high-budgeted productions (ranging
from over 5 to well over 40 million US dollars), the division of labour (for a team of 18 people) is
organised along specialised lines, with executive areas such as client accounts, industry
relations, analytics and marketing working in tandem with specialised roles such as Energy
Strategy Manager and Materials Manager overseeing key operational areas (Earth Angel Sets,
2024). For Earth Angel’s operations during production, an Eco Supervisor oversees one or
more Eco Coordinators, who in turn supervise the company’s division of Eco Representatives
(Eco-Reps), that is, dedicated sustainability assistants assigned to on the ground with

department heads for the entirety of the shooting (J. Sandoval, 2023; Earth Angel Sets, 2024).

9.2.5. In-House Professionals

In the second instance, whereas professionals as part of sustainable production consultancies
are concerned with the planning, implementation, monitoring, and reporting of sustainability in
audiovisual productions, especially in the context of co-productions, the in-house sustainability
professionals attached to studios and broadcasters generally act as intermediaries between all
parties working in the making of the film, ensuring that the studio’s or broadcaster’s devised
sustainability strategy is translated across the board, a task whose (project-specific)

implementation in production and reporting is often outsourced to third-parties such as
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sustainable consultancy companies, such as EcoMuvi or Zen2030 (G . Raciti, 2024, personal
communication). As such, per Sky Italia’s Raciti (2024, personal communication), SkyUk and
Skyltalia, as subsidiaries of the NBC Universal-owned and Comcast-partnered Sky Group, must
adhere to enterprise guidelines in alignment with the multinational giant's ambitious
environmental impact program, Sky Zero, an SBTi-approved plan that aims to achieve net zero
emissions by 2030, through a 50% reduction of its operational emissions worldwide (Sky
Group, 2021). Similarly, per Amazon ltalia’s Belli (2024, personal communication), a flexible
approach with multiple compliance levels aligns with the conglomerate’s wider ESG vision,
encompassing all of its business units and their operations ranging from retail and consumer
goods, web services and security as well as subsidiaries, which include Amazon Studios and as
of 2022, MGM Studios (Amazon, 2023:3). Lastly, when it comes to permanent in-house
sustainability roles in film commissions, per Tim Wagendorp (2023, personal communication),
Sustainability Coordinator at the Flemish Audiovisual Fund (VAF), the role is fulfilled in an
advisory capacity, with audiovisual projects receiving production support by having an
orientation meeting with the Fund, on how to integrate sustainability in their workflows, along
with training pertinent to the use of the Eureca (European Environmental Calculator), a
resource that helps productions calculate their carbon plan as well as create their

environmental action plan.

9.2.6. Safety and Support Services

In the third instance, a newer organisational structure sees the inclusion of environmental
stewardship in audiovisual production along with many emerging production-related roles
putting policy and accountability into operation (Torching, 2022), such as accessibility and
intimacy coordinators, executive coaches, mental health and well-being facilitators, crisis
management and COVID compliance officers (Screen Daily, 2021), and on-set safety and health
specialists (Robb, 2022), into a diversified package of services. A prime example of this type of

business formation is the Prague-based New Era Safety. Founded during Covid, a period that,
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per the Czech Republic’s Audiovisual Producer’s Association (Asociace Producentt v Audiovizi),
the country’s audiovisual industry experienced a dynamic market growth largely driven by
international productions (Asociace Producentd v Audiovizi, 2023), New Era Safety is actively
engaged in all aspects of “safety” and “support” within the creative industries, aiming for
seamless communication and implementation of international safety protocols (Czech Film
Commission, 2024). Per the company’s chief Health and Safety and Mental Health Advisor,
Janka Neustupova (2024, personal communication), the vision is for the services on offer,
which, next to sustainability manager and coordinator, include specialised and certified safety
roles such as Health and Safety, Mental Health First Aider and Wellbeing Advisors, Fire Safety
and Intimacy Coordinators, to address a gap in the Czech film industry, articulated in terms of

human resource management and occupational safety in audiovisual sets.

9.2.7 Industry Buy-In

A general observation is that the manner, capacity, and extent to which sustainability
professionals, irrespective of their organizational affiliation or operational framework, are
attached to audiovisual projects largely depends on the industry’s endorsement, support, and
overall buy-in for such services. Typically, sustainability initiatives in production settings require
strong buy-in from leadership —in particular, producers— within studios and production
companies (B.Belli, 2023; J.Sandoval, 2023; Torvai, 2023; personal communications). Further,
per Thierry Hugot (2023, personal communication), Programme Manager, Financial Controller
and Head of the Sustainability Study Group at Eurimages, private production companies are
often more advanced in adopting sustainability than public companies or administrations
operating in the sector, displaying a leadership beyond the protection of the environment to
also address other elements of sustainability such as diversity and gender equality, with certain
large corporations such Netflix and Disney further at the forefront of investing technologically
also in the sector’s decarbonisation (C.Winslow, 2024, personal communication). Besides the

institutional and ESG push already discussed, such a buy-in has also been articulated as a
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means to access local and national funding (M. Cucco, 2023, personal communication),
complying with the demands of broadcasters (G.Raciti, 2024, personal communication),
tending to the needs of international co-productions in runaway filming destinations (e.g.
Central and Eastern Europe) where such norms do not concretely exist (J.Torvai, 2023,
personal communication; J.Neustupova, 2024; personal communication), as well as aligning
with an audiovisual supply chain, that is increasingly becoming more sustainable, such as

equipment rental companies (M. Sant'Unione, 2024, personal communication).

9.2.8 Timing of Planning Sustainability

This top-down buy-in and key players’ willingness to invest in sustainability also correlate with
successful implementation. Typically, the implementation of sustainability in production sets
appears to have a momentum of its own, running parallel to a project’s pipeline; as such,
achieving consistency with the intent of embedding proactive and environmentally forward
policies in a production plan is subject to effective timing. An early, proactive sustainability
planning during pre-production allows for the procurement of mobile power alternatives such
as solar generators, which can reduce costs and environmental impact by avoiding the use of
traditional generators (Sant'Unione, 2024, personal communication), but even in instances
where such advanced technology is not available at scale, a well-thought-out plan can still
significantly reduce resource use and associated costs (Schneider-Garcia, 2023, personal
communication). Out of necessity, this mindset also acts as a significant exercise in budget
optimisation for small, independent European companies that typically produce content with
under one million Euros budget, where, due to financial constraints, waste and irresponsible
consumption of resources are not an option (M.L.Smith, 2023, personal communication). In
contrast, larger productions operating with budgets of about 150 million Euros tend to be
more wasteful, using excess resources often because —paradoxically—the budget allows for it

(Ibid, 2023).
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On the other hand, late-stage considerations of sustainability can lead to complications with
certification, post-shooting requests, additional paperwork, and missed opportunities for
intervention, all of which, per the previous point raised regarding budget savings, could
potentially translate to higher production costs. For Earth Angels, late involvement in pre-
production planning is the rule rather than the exception, often with purchases that undermine
the effort for sustainability, such as procured plastic on set (Sandoval, 2023, personal
communication). Similarly, per Chiarini (2024, personal communication), many of EcoMuvi’s
previous requests for sustainability services have occurred during the actual production and
often as late as post-production of a project due to misinformation and lack of awareness from
prospective clients; a significant delay that per Italcert (C.Morlacchi, 2023, personal
communication) weakens the application of the EcoMuvi protocol as much as any compliance
with most other specifications. As such, per company policy, EcoMuvi does not offer its
services on projects that have begun shooting or animating (L. Chiarini, 2024, personal
communication). Occasionally, however, requests from projects already in progress yet with
extended production pipelines are accepted, as in the case of documentaries that follow a
longitudinal production mode. Such projects may halt their production for years, and upon
resuming, producers often find they have to comply with new funding conditions (Ibid, 2024,

personal communication).

Equally rare are the instances where sustainability professionals are directly involved in the
development phase of a project. Per Chiarini (2024, personal communication), such instances
usually concern recipients of development funding from the European Commission’s Creative
Media programme, which encourages sustainability considerations in its funding applications
by awarding referral points to applicants who incorporate these elements in their strategies
alongside addressing gender balance, inclusion, diversity and representativeness (European
Commission, 2024a); an approach that significantly updates eligibility criteria, which, per
Moore and O’Meara (Batty and Taylor, 2021:45) are typically concerned with the artistic and
commercial value of a project and the promotion of national culture. However, in the context of

planning sustainability (and as indicated, subject to an industry buy-in from the top down), the
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line between development and pre-production is blurred, with the former increasingly
bleeding into the latter, adding a new dimension to the involvement of the sustainability

professionals, thereby deepening the overall integration of sustainability in a project.

9.3. Script Development

9.3.1 Climate Storytelling in Development

To begin with, we need to retrace the definition of “development” here. Broadly, per Batty
and Taylor (2021:1), development is a “creative, commercial and social practice in which ideas,
emotions, people and personalities combine and work within the practicalities, policies and
rapid movements of the screen industry”. As a process, it involves transforming a story idea or
concept into a viable screenplay, attaching along the way creative elements (e.g. directors or
actors) that enhance the project's value and attractiveness for investment (Freedman-Doyle,
2012:55) while estimating a preliminary budget (Clevé, 2006: 142) before the screenplay can
be presented to financiers and investors, directors and actors (Grove, 2004:339). As such, in
building up the marketability of a project as well as conducting its early logistical planning, it is
reasonable to assume that sustainability has not traditionally been seen as a priority during the
phase development, particularly with regard to storytelling, as evidenced by the findings of A
Glaring Absence: The Climate Cirisis in Virtually Nonexistent in Scripted Entertainment
(Giaccardi et al., 2022).

However, as evidenced by a recent industry-wide trend for many of the sector’s key players,
the pursuit of sustainability starts at the development phase of a project, broadening the
discussion on how sustainability is scoped and formally operationalised in production settings.
Prominent examples include Warner’s environmental storytelling content strategy, permeating
through all of its subsidiaries, including the Cartoon and Network and Discovery Channel’s

range of content (Warner Bros, 2024), in addition to Netflix's Sustainability on Screen strategy,
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which supports creators “from pitch to play through subject matter expertise and research
assistance” during script development (Netflix Inc, 2023). Along similar lines is the Sky Group's
Planet Test framework, which commissions new productions on account of content that 1)
raises awareness around environmental issues, 2) demonstrates positive actions aligned with
the UN’s Good Life Goals, and further 3) engages viewers’ attention beyond the program itself
through messaging, end cards, and sharing sustainable production practices, with the ultimate
goal of inspiring a sustainable living (Sky, 2022:8). Equally, NBC Universal’s

GreenerlLight Program, focuses on integrating sustainability throughout the entire filmmaking
process, from development and production to distribution (NBC Universal Media, 2023).
Moreover, as previously noted, this shift in storytelling priorities is supported by the ongoing
advocacy of various other actors, including initiatives from non-profit organisations and sector-
affiliated charities, such as BAFTA Albert’s Planet Placement guide (Albert & Futerra, 2019), the
Climate Lens narrative strategies put forth by Good Energy (Good Energy Stories, n.d.), and
National Resources Defence Council’s Rewrite the Future programme (National Resources
Defence Council, n.d.), all of which provide resources and consultancy on embedding

environmental themes.

9.3.2 Genre Conventions and Approaches

Per Chiarini (2024, personal communication), when it comes to scripted entertainment, such
narrative strategies are operationally still in their infancy, and however aspirational they may
be, they are not yet fully implemented. Further, Chiarini distinguishes between two types of
“climate content”. The first comprises a placement approach, whereby climate—and broadly,
sustainability-related themes are integrated into a film’s narrative, albeit in a subtle and often
superficial manner. Such examples include signage related to recycling as part of the mise-en-
sceéne, props (typically, actors sporting biodegradable cups or driving electric vehicles) or
inserting brief mentions of sustainability and climate change in scripted dialogues without

making either a focal point in the storytelling. Further, as Chiarini notes, such attempts are
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often last-minute additions when production teams recognise opportunities to gain
sustainability points or meet green production standards, in itself, an environmentally tokenistic

approach that can potentially lead to greenwashing (Ibid, 2024).

In turn, the second approach is integrative, where sustainability is woven into the very fabric of
the production, not merely hinting at or mentioning climate issues but making them a central
and integral part of the storytelling (Ibid, 2024). Per Chiarini, this approach is rare and is
typically instantiated in genres such as sci-fi, adventure, fantasy, and, naturally, documentaries
(Ibid, 2024). In general, as proposed by Hayward (quoted in Chandler, 1997:60), genre
conventions change “according to the ideological climate of the time”, often displaying genre-
bending crossovers (e.g. ecohorror), “shaped by cinematic tropes as well as contemporaneous
conventions and [environmental] concerns”( Freer, 2023:11). Per Neagu (2017:238), operating
within the realm of popular sci-fi entertainment, such on-screen imaginings playing on “the
imminence and immediacy of disaster” form part of what has been termed “post-apocalyptic
fiction”, with other related subgenre classifications to include “disaster movies”; usually
involving a group of characters making their way towards survival (Keane, 2006: 16). Equally, as
proposed by Wheeler (2005:2), another classification enlists the notion of “future histories”
narrated in four forms: the utopian, acting as a commentary on the “perfect” civilisation,
offered in contrast to the world as it is; the dystopian, revolving around the theme of escaping
from a declining civilisation; the arcadian wherein characters navigate a world without
civilisation and the post-apocalyptic form, portraying the struggle to rebuild or return to
civilisation. Potentially, however, a more fitting, encompassing term is “climate fiction” or “Cli-
fi”. A term coined in 2015 by journalist Dan Bloom, Cli-fi refers to (primarily) English-language
films that explore climate change themes (Svoboda, 2016:44). According to Svoboda’s analytic

classification (Ibid, 2015:44-49), such films can be grouped thematically into seven categories:

2. Flooding and Sea-Level Rise, with examples such as Waterworld (dir. Kevin Reynolds,

1995), The Flood (dir. Tony Mitchell, 2007), and Noah (dir. Darren Aronofsky, 2014);
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3. Extreme Weather Events such as those depicted in Into the Storm (dir. Steven Quale,
2014),

Ice Age Scenarios like those explored in 2012: Ice Age (dir. Travis Fort, 2011);
Melting Arctic as seen in The Last Winter (dir. Larry Fessenden, 2006);
Famine/Drought as represented by the Mad Max franchise (1979-2024);

N o vk

Preclima(c)tic Stress Disorder, focusing on the psychology of those affected by climate
change, as explored in films like Tomorrowland (dir. Brad Bird, 2015);

8.  Antagonists: Where, for example, aliens come to Earth to either colonise it or preserve its
fauna and flora, with either scenario implying the extinction of mankind, as portrayed in
The Arrival (dir. David Twohy, 1996) and The Day the Earth Stood Still (dir. Scott
Derrickson, 2008).

Of course, climate narratives can also be relayed in a more affirmative and positive manner. Per
producer, early-pioneering practitioner and founder of EcoMuvi, Carlo-Cresta Dina (2023,
personal communication), the constant “bombardment of doom predictions” can potentially
have the opposite effect by desensitising audiences to negative and alarming messages
regarding climate change. Further, per Sandoval (2023, personal communication), a broad and
creative approach to content creation could see such elements integrated into various other
genres, such as comedy and animation, as instantiated by Netflix's satire Don‘t Look Up (dir.
Adam McKay, 2021), whereby a comet, with the potential to cause an “extinction-level event”
is heading towards Earth. Per Little (2022:2), McKay's insightful socio-environmental
commentary soft-sells the idea of climate action in a manner that audiences are positioned to
learn from by presenting us with both subtle and overt analogies and metaphors for the
looming and expected effects of climate change, as well as the public’s response toward it, all
without even directly mentioning climate change. Moreover, for Smith (2023, personal
communication), narrative can also set the audience’s mood for wider (and arguably, more
constructive and mobilising) emotional responses beyond climate dread by showcasing role-
model-like “sustainable superheroes”. Towards this, as Clayton (2020: 2) reminds us that

emotional responses like distress and fear resulting from awareness of climate change—
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conceptualised as “climate anxiety,” “eco-anxiety,” and “climate grief”— are shaped by social
context, wherein media representations play a significant part in how people perceive the
effects of climate change, especially in cases where such perceptions are not based on direct,
lived experiences of, for example, increased extreme weather events or discrete natural

disasters related to climate change (Ibid, 2020: 2).

9.3.3 Early Marketing Strategies

In certain contexts, consistency with the project’s early marketing strategy is also key towards
embedding sustainability in scripted entertainment. Per Mingant et al. (2015:2), the standard
approach to marketing a movie initially involves identifying the target audience by analysing its
“film marketing mix” (directors, actors, script, genre, and age classification [for example,
Parental Guidance (PG), PG-13, and R (Restricted) ratings] (Ibid., 2015:2), and further mapping
out the film’s Strengths, Weaknesses, Opportunities and Threats, known as SWOT analysis.
Informed by this analysis, film marketers then segment the audience, identifying a primary
target group and any potential secondary groups that the film could potentially cross over,
eventually determining the film'’s positioning relative to other films and its engagement with
audiences (Ibid,2015:2). Within those operational standards of the film marketing trade, per
Film Marketing Strategist, Audience Designer and researcher Niccold Gallio (2023, personal
communication), while producers tend to think that nothing about sustainability can be too
upfront during film development, they are happy to engage with it as a concept, especially if it
translates effectively to marketing activities and assets (Gallio, 2023; personal communication).
As such, leveraging sustainability into an early marketing strategy during script development
involves identifying relevant elements and translating them into communication activities in a
way that does not detract from the main narrative or story (Ibid, 2023). In turn, if sustainability
comprises an element of a project’s marketing campaign, then a second layer concurrent with
the film’s completion necessitates further relevant marketing strategies for festival runs and

distribution (Ibid, 2023).
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9.4.The Sustainability Plan as a Component of Pre-Production Planning

9.4.1 Introduction

Per Patz (2010:19), preproduction is the tail end of development and officially starts when the
production office opens. In that setting, pre-production planning for the project’s execution
occurs before the shooting begins (Murry and Oman, 2024:2) through the completion of
discrete tasks such as screenplay and other breakdown forms, the shooting schedule, location
scouting, budget, casting and unions, permits, hiring staff and crew, unit supervision, permit
clearance, equipment rental and stock, lab supervision, payroll service, insurance,
postproduction preparation (Clevé, 2006:12). Further, per Cartwright (1996:2) in achieving cost-
effectiveness and time efficiency, pre-production planning ought to be more thorough to
include considerations such as post-production, but also duplication and distribution of the

completed project.

In line with industry standards and subject to the “materiality” of audiovisual production, such
specific planning and task management is facilitated by dedicated production roles attached to
a project: for instance, the Production Manager assembles the script breakdown (Clevé,
2006:23-24), the Line Producer oversees the budget breakdown and the Location Manager
manages location logistics (Patz, 2010:2015). Further, the Transportation Coordinator hires
drivers, assigns them vehicles, and oversees their maintenance (Koster, 2004:231), and the
Wardrobe Department oversees the procurement, design, sewing, fitting and cleaning of new
or rented costumes (Koster, 2004: 203-207; Clevé, 2006:109), while the Set Dresser rents or
purchases all materials needed to decorate a set or location, ensuring it aligns with the
Director’s desired aesthetic (Clevé, 2006:109). In addition, on a hired-as-needed basis, the
Animal Wrangler is responsible for the handling and sometimes sourcing of animals (lbid,
2006:28, 109), while the SFX (Special Effects) Supervisor in close communication with the
camera, art direction and set-building departments, oversees digital and optical digital effects

(Ibid, 2006:109).
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9.4.2 The Utilisation of Production Breakdown Sheets

As such, excluding climate storytelling consultations during development, it is during planning
this long list of tasks that considerations of sustainability are brought on board in production, a
process that ideally begins with the breakdown of a finished screenplay. Per Clevé (2006:23-
24), the script breakdown sheet is the single most important production form during pre-
production and one that provides a “first glance” good estimate of logistic considerations such
as a production’s size, the duration of its shooting period, its necessary cast members and
within that, the required locations and sets, travel and transport, wardrobe and props, special
effects and equipment; all of whose elements and descriptions are either marked and

identified in a scene-by-scene manner or through reviewing the entire script (Wales, 2004: 4).

Vis-a-vis the above, per Chiarini (2024d, personal communication), sustainability managers
utilise a wide array of production forms deriving from the script breakdown. Combined with the
original script, these include the shooting schedule, the location breakdown, the transport plan
and lists of suppliers, with additional documents utilised from various other departments,
covering elements such as special effects, the use of animals on set and working with child
actors or extras (Ibid, 2024d). As resources towards an effective pre-production plan for
sustainability, according to Chiarini (Ibid, 2024d), such documents facilitate a more practical
order than the sequential structure that typically follows a script breakdown sheet, an approach

that in itself aligns the shooting schedule with all the logistical needs related to sustainability.

9.5 Location Management

9.5.1. On Location Sets

For Chiarini (2023a, personal communication), the work of sustainability managers is directly

tied to location management, whereby location logistics and arrangements influence energy
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use and waste management on set. However, per Sandoval (2023, personal communication),
sustainability managers rarely have a say in the choice of location, save for the instances where
connection to a national grid is an option, [thus eliminating the need for fuel-powered
generators (T.Wagendorp, 2023, personal communication)], which potentially suggests that in
certain settings, considerations of sustainability are secondary to other logistical and creative
priorities relating to location use. Towards this, per Chiarini (2023a, personal communication),
location managers are also responsible for mediating between production needs and other
meaningful considerations such as environmental regulations, the biodiversity of sensitive
locations that may be secured for filming, the use of animals in those location settings and crew

and talent accommodation and lodging structures.

9.5.2 Biodiversity

Per sustainability professional Julia Torvai (2023, personal communication), Co-Founder of
Budapest-based Green Eyes Productions, biodiversity is not a consideration in carbon footprint
calculation, nor is it accounted for in the scope of GHG factors. Yet, it remains a substantial
consideration for local authorities, if not for the numerous co-productions that primarily utilise
location shootings (Chiarini, 2023a, personal communication). As such, it is not uncommon for
local environmental bodies such as public natural reserves and forests to impose strict
sustainability regulations, such as the banning of generators during bird breeding seasons
(T.Wagendorp, 2023, persona communication) or demand alternatives to bright lights that
could disturb the mating rituals of other animal species, such as insects during night shoots
(L.Chiarini, 2023b, personal communication). Such restrictions frequently add to a long list of
challenges that, per Hardgreaves-Mackintyre (2021:6), have long characterised the dynamics
between local authorities and Location Managers, with the former often making decisions too
slowly to meet the latter’s time-sensitive demands. Towards this, per Chiarini (2023b, personal
communication), sustainability managers, working in tandem with location managers, often

negotiate access for locations with sensitive or rich biodiversity during the pre-production
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planning through close partnerships with local film commissions and environmental bodies,
ensuring as well as reassuring relevant authorities that special provisions are proactively in

place during the filming process (Ibid, 2023b, personal communication).

9.5.3 Working with Animals

Pertinent to the biodiversity of locations as well, a standard sustainability consideration in and
of itself is animal welfare assessment on production sets, occurring during filming and off-set
hours and encompassing the period before and after production. Generally, in dominant
discourses of sustainability, animal welfare appears to be primarily articulated on account of its
utilisatory function. Per Keeling et al. (2019:2), the contribution of animals in achieving the
SDGs has not been acknowledged or made explicit, while animal references, considerations, or
recommendations in the SDG literature highlight 1) the role of animals in supporting
anthropocentric activities such as food security, transport and employment or 2) their capacity
to contribute towards environmental degradation through gaseous emissions, water and soil
pollution or ecosystem damage. Other specific mentions include 3) animal welfare and abuse
in the context of intensive selection and breeding of species in food production, as well as 4)
the relationship between animals and human health, with explicit mentions of zoonotic
diseases (e.g. SARS-CoV-2) or the misuse of antimicrobials and anthelmintics in animal

treatment (lbid, 2019).

However, whether for utilitarian —or indeed— ethical reasons, as Peters (2020:2) points out,
the interaction between humans and other animals is highly regulated on a domestic, local,
regional, and international level by relevant legislation that seeks to conserve endangered
species and protect wild animal habitats while upholding biological diversity (Ibid, 2020:2).
Such regulations also apply to our immediate context, given that animal actors are used in
different types of filmed media, such as movies, TV series, commercials, promotional work,

corporate training videos, photography, and music videos, whether to add on-screen realism as
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background elements or to serve as pet companions or even antagonists (Hitchens et al.,
2021:2). Indicatively, and in instances where the audiovisual sector can be subject to, examples
of relevant regulation include the Animal Welfare Act, operating at a federal level in the US,
whose compliance on production sets is overseen by the American Humane Association (Rizzo,
2021), the Rabies Act of 1974 in the UK (The Animal Welfare Consultancy, 2019), and a
comprehensive set of regulations promoted by the European Union, such as the Council
Regulation of 2005 (“On the protection of animals during transport and related operations”)
(Council Regulation 1/2005, 2005), the animal welfare framework under the 2009 Treaty of
Lisbon, where animals are recognised as sentient beings, placing an ethical obligation on the
EU and its Member States (including ltaly) to prevent their maltreatment, pain, and suffering

(European Food Safety Authority, n.d.).

Yet, despite all the proactive and progressive policies in place, the efficacy and implementation
of regulation promoting animal welfare and preventing cruelty to animal actors during
production has at times been disputed on the grounds of 1) limited scope and lack of stringent
penalties, leading to weak enforcement and minimal prosecution of violations (lacona,
2016:40-41). Furthermore, Rizzo (2021) notes that 2) regulations such as those enforced by the
Animal Welfare Act can be rather ambiguous in defining which species qualify as “de facto”
animals. Such an ambiguity often excludes a range of species such as birds, rats, mice bred for
research, horses not used for research purposes and other farm animals used or intended to be
used as food, as well as 3) the liabilities of film producers in cases of animal mistreatment.
Given that with the rise of animal activism and ethical consumerism, the audiovisual sector's
over-reliance on using animals for entertainment purposes has been increasingly under the
spotlight and scrutinised by the general public, with audiovisual industries risking losing their
“social licence to operate”, should they fail to demonstrate their commitment to animal welfare
(Hitchens et al., 2021:2). As such, the feeding, watering, cleaning, training, loading,
transferring, immobilising and working conditions of animal actors on set are delegated to

designated professionals known as animal handlers, animal coordinators and wranglers,
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working in tandem with veterinarians on sets to ensure fair treatment, further minimising

associated risk (American Humane Association, 2015).

However, animal welfare implications in all of the above only account for the use of animals
during the actual production, minimally addressing what happens off-set where animal actors
are lodged (Hitchens et al., 2021:2) or, in most instances, their fate after production wrap
occurs (L. Chiarini, 2023, personal communication). As Chiarini (Ibid, 2023) points out, existing
laws are concerned only with the treatment of animals during production. In most cases, this
poses no problem given that most animal actors are sourced as rentals from agencies that
handle the animal’s welfare, both before the shooting as well as after it. However, for scenarios
where (particularly farm) animals are purchased rather than rented, EcoMuvi enforces a non-
negotiable welfare compliance, ensuring a safe, healthy and ethical relocation of animals after
production, usually by arranging their adoption by local farmers. As such, failure to properly
ensure animal welfare disqualifies a production from receiving an EcoMuvi certification (lbid,
2023). Simultaneously, for smaller and more common animals that are bought, simpler
solutions often include crew adoption, and, in the case of procured insects such as ants, once
released for the needs of a scene and begin to disperse, they are left to integrate back into

their natural habitat (Ibid, 2023).

9.5.4 Accommodation and Lodging

From a sustainability standpoint, accommodation and lodging considerations are critical
components towards effective location management. Generally, per Patz (2010:69),
accommodation should be approached just like location scouting, necessitating adequate
research and photo documentation of rooms and facilities. On average, hotels are preferred,
with one large room allocated as production headquarters and several adjacent rooms nearby
serving various other production departments (Koster, 2004: 226), such as makeup, costume

and green rooms. However, per Koster (2004:219), when films or shows are shot over several
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months, renting apartments makes more financial sense, as they can be as affordable as one-
third or one-quarter of what would be the cost of a suite in a moderately-priced hotel. Further,
an additional consideration in location management is that of the base camp (or circus), where
all the unit, hair, makeup, wardrobe and dressing room trucks are parked (Patz, 2010:220),
typically located in proximity to the set (or shooting location). Ideally, then, when planning for
sustainability, the common thread in all approaches advocated for by all sustainability
protocols, guidelines examined, and professionals consulted is minimising the proximity, and
therefore the footprint of transport, between accommodation and production headquarters,
base camps and shooting locations. Within that understanding, special provisions also apply to

the accommodation structures of lodging crew and talent.

Talking about her work in an advisory capacity to Accommodation Coordinators, Chiarini
(20249, personal communication) mentions a prescriptive framework for evaluating the
sustainability of accommodation structures. Whereas the final choice is subject to a given
production’s budget allowances (or constraints thereof), sustainability managers at EcoMuvi
emphasise the energy certification of lodging facilities with certified structures in accordance
with 1ISO 13811 (ISO/TS 13811:2015 Tourism and related services — Guidelines on developing
environmental specifications for accommodation establishments) preferred (EcoMuvi, 2024b).
Further, other certifications encouraged for consideration include 1) global certifications, such
as Green Key, B Corporation, Earth Check, Biosphere, ECO Certification, Green Key Global,
Hostelling International, and Green Tourism Active; 2) region-specific certifications, such as EU
Ecolabel and Ecostars (European Union) and 3) country-specific certifications such as Blue
Angel (Germany), Austrian Ecolabel (Austria), GreenHospitality.ie (Ireland), The Green Star
Hotel (Egypt), and GreenStep's Sustainable Tourism (Canada) (Ibid, 2024b). In addition, and in
view of involving the local community and host populations where the shooting takes place,
Chiarini advocates for prioritising smaller, locally-run accommodation establishments, Bed and
Breakfasts and apartments versus multinational hotel chains (L Chiarini, 2024g, personal

communication; EcoMuvi, 2024b).
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9.6. Transportation Department

9.6.1. Transport Plan Optimisation

From a sustainability perspective, transportation plans for production fleets and cars are
articulated in terms of efficiency and optimisation. Per Wales (2017:419), a general observation
is that the size of a transportation department in the making of a film is directly correlated to
the production budget, with a single truck used to support the needs of multiple departments
such as grip, camera, electric and sometimes even craft services during low-budget
productions. In contrast, high-budget productions typically allocate individual vehicles to each
department, including dedicated trucks for wardrobe, makeup and art departments (Ibid,
2017:419). As such, per The Screen New Deal (BFI et al., 2019:5), the bigger the budget, the
bigger the procurement of production vehicles, thus increasing emissions and, by extension, a
greater need for optimisation and proactive, mitigative planning. Further, as the influential
study from the BFI, BAFTA Albert and Arup points out, transport itself has the most
considerable impact in terms of carbon emissions, accounting for just over 50% of total
emissions in large-scale, tentpole productions, 70% of which is attributed to land travel, with

the remaining 30% linked to air travel (lbid, 2019:6).

9.6.2 Land Travel

However, efficiency and optimisation need not be conflated: even in times when the uptake of
battery electric vehicles (BEVs) at the expense of existing Internal Combustion Engine (ICE)
vehicles constitutes a global trend (Morgan, 2020: 953), the very idea of “optimisation” is
contested. Citing the UK Government’s Road to Zero (Department of Transport, 2018:7)
ambitious transition strategy, whereby the uptake of new electric cars and vans by 2030 is
expected to be in a range between 50% and 70%, Morgan (lbid, 2020:953) distinguishes

between ‘superior technology’ and ‘superior choice’, making the case for an efficient yet
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problematic transition at scale. As such, per Morgan’s observation, a 1:1 substitution ratio of
BEVs for ICE vehicles creates a problem reminiscent of the “Rebound Effect”, whereby a net
growth of vehicle ownership with reduced emissions capabilities simply creates a class of new
emission sources that still contribute largely to overall global emissions (lbid, 2020: 965). Per
Lorenzo Vecchi (2023, personal communication) of Zen2030, sustainable solutions to
conventional petrol and diesel cars and vans are not necessarily sustainable unless logistic
parameters, such as charging infrastructure and proper vehicle use, are properly planned,
warning us further that a wrong approach can lead to more emissions if electric vehicles are
properly charged. As such, alternative solutions to ICE vehicles should be part of a thought-
thorough, process-driven approach rather than quick fixes to meet the sustainability quota
imposed by funders, certifiers or relevant authorities. From a funder’s perspective, per Tim
Wagendorp (2023, personal communication) of the Flanders Audiovisual Fund, the debate
between electric versus diesel vehicles ought to be secondary in terms of transport efficiency,
with productions focusing instead on the overall reduction of transport needs through “eco-
design”, better location scouting and planning and the use of dedicated, transport
optimisation software. Equally, from a certifier's perspective, Chiara Morlacchi of Italcert
advocates for the use of public transportation in large cities as a more sustainable option,
particularly for productions that require high mobility in multiple locations, reducing reliance on

private vehicles.

9.6.3 Air Travel

Arguably, the audiovisual sector’s idea of and the response towards air travel optimisation for
production transportation extend even further than its ground operations counterpart, adding
heavily to the debate of what essentially constitutes “sustainability”. The carbon footprint of
general aviation —which, per Boyd (2017: 657) includes all civilian aviation involving paid
passenger transport, such as the airlines and charter operations, as well as the use of private

jets— has become the elephant in the room in the decarbonisation debate of the
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transportation sector. Reasons include the aviation sector’s rising growth rate, which over the
last four decades has been on the increase at an average rate of 5% per year, coupled with few
options for reducing carbon emissions per passenger-km and, further, the stark realisation that
only a mere 2% to 3% of the world population take an international flight over the course of a
year; thus rendering air travel unequally distributed among a small number of high-footprint,

hypermobile travellers (Bows-Larkin et al., 2016:1-2).

As such, a systemic push to address the audiovisual sector’s use of aviation at an industry level
fosters the development of drastic solutions at multiple levels during pre-production
sustainability planning. For Matteo Sant'Unione (2023, personal communication), a Board
Member of the Association of German Green Consultants in Film and TV, the uptake of
sustainability in audiovisual productions should be propelled further through a points-based
system. Presumably as an update to existing regulations of the Green Shooting Card, which
include “the five-hour rule”, whereby domestic and international flights are not permitted if a
corresponding train journey towards filming destinations can be covered in less than five hours

(Arbeitskreis »Green Shooting«, 2021:8) and following the stricter regulations of the German

Film Law of 2022 (EAO, 2023), such an amendment would target specifically the reduction of
air travel in productions in a manner both incentivising further the use of alternative
transportation (e.g., trains), while penalising the use of unnecessary and excessive flights (2023,
personal communication). Per Alissa Aubenque (2024, personal communication), Director of
Operations at France’s Ecoprod, the requirement of mandatory carbon footprint reporting for
publicly funded projects creates a foundation for stricter regulations in air travel, effectively
forbidding the use of luxury travel. As such, a proactive approach to reducing high-emission
options within the sector necessitates banning the use of private jets and helicopters tied to

crew or talent transport altogether in order to attain Ecoprod’s sustainability label.

Moreover, for Maria Kushirenko (2023, personal communication), Founder and Sustainability

Producer at Russia’s Sister Mary, the reduction of extensive air travel can be achieved by hiring
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regional talent from the target destination. Inspired by the BBC's sustainability strategy behind
the production of its Natural History Unit documentary series Patagonia: Earth's Secret
Paradise (produced by Tuppence Stone, 2015), whereby the hiring of a local Chilean crew
saved over 100 metric tonnes of carbon emissions, notwithstanding considerate budget
savings and the empowerment of the local economy and production resources (Albert, 2019b),
Kushirenko sought the same strategy when planning the filming of The White Ship (dir. Inga
Shelepeva, 2024). Shot on location in the region of Yakutia (Far East Russia) and effectively,
Russia’s first sustainably produced feature film, The White Ship, involved a thorough
preproduction planning, where sustainability had to be leveraged remotely due to severe
budget cuts in the film's funding from the Russian Ministry of Culture following the events of
February 24, 2022. As such, in addition to standard considerations for sustainability, travel
between Moscow and Yakutia (approximately 4,350 km, an equivalent distance between
Madrid, Spain and Stockholm, Sweden) was minimised through the hiring of local Yakutsk-
based professionals, such as operators and line producers. In addition, eco-supervising
training sessions for the entire crew were provided, effectively minimising the need for

Moscow-based sustainability managers to travel to Yakutia (Ibid, 2023).

Further, per Swedish producer and sustainability expert Ronny Fritsche (2024, personal
communication), extensive air travel as a phenomenon in the sector can also be perpetuated
through co-production funding and tax incentives that, in effect, disincentivise the very cause
of sustainability. Citing the example of Austria’s incentives for sustainable film production,
where a 5% Green Film Bonus is offered for productions that meet certain ecological standards
baseline on top of a 30% grant on production costs incurred within Austria, Fritsche highlights
a fundamental contradiction. While such incentives promote eco-friendly practices, their
international production recipients are incentivised to travel to Austria, leaving a high
environmental impact through air travel. Equally, per Fritsche (lbid, 2024), a further
contradiction presents itself with regard to the social pillar of sustainability: while Sweden as a
filming destination upholds stringent working standards through union regulations, such as an

eight-hour workday, such standards do not influence location choices for productions in the

235



same way that tax or environmental incentives do. As such, Swedish majority productions with
budget restraints can circumvent such standards by opting for locations in countries with more
lenient labour laws, such as extensive working hours, effectively bypassing Sweden'’s labour

laws while, again, adding to a carbon footprint accumulation by air travel.

9.7 Waste and Resource Management

9.7.1 Circular Economy and Lifecycle Thinking in Waste Management Planning

On all accounts, the understanding of waste in audiovisual production becomes a complex
endeavour if that understanding is broadened enough to consider lifecycle thinking or view
“waste"” as scoped “emissions” and further, projecting this understanding across the various
production stages and workflows notwithstanding the multiple (first- and second-order)
suppliers who provide essential services for the audiovisual industries. Contributing significantly
to the production ecosystem, per Yale (2010:3), such suppliers include lumber sales, catering,
hotels, and restaurants, which in the US alone had, at a time, comprised about 1.7 million jobs.
As such, waste management logistics in pre-production planning entail a holistic approach that
takes stock of supply chains and resource management, production budget and logistics, as
much as de facto considerations relating to waste treatment, such as differentiation and
disposal strategies. Per Birgit Heidsieck (2023, personal communication), Green Film
Consultant at the German Federal Film Board and Editor of Green Film Shooting magazine,
this logic is exemplified by adhering to the principles of circular economy: ideally, 1) avoiding
the use of materials altogether; in turn, 2) if use is necessary, prioritising reuse of resources
and, failing that 3) recycling what has been used. However, as Heidsieck further points out, with
only approximately 9% of items being effectively recycled and with incineration and landfills
comprising less favourable options, minimising waste from the outset through careful selection
of materials designed for efficient disposal should be the primary objective (Ibid, 2023). As

such, per Chiarini (2024g, personal communication), the quality of waste is just as important as
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its quantity, on account of its potential to be recycled, composted, or simply reduce further
categories of waste generated and within that, eliminating the need for different disposal

strategies, adding significantly to the production budget.

Per Chiarini (Ibid, 2024g), in thinking proactively about all the above, the salient point behind
every efficient waste management planning strategy is distinguishing between common,
everyday waste —such as paper, plastic, glass and compostables— which, in production
settings are usually procured in much higher quantities, and special waste, such as hazardous
chemicals, wood and large, non-recyclable materials. As soon as such details are identified, the
EcoMuvi team then focuses on getting quotes and, if needed, product information from
vendors, discerning between ideal and less ideal options that make financial, environmental,
and socially forward sense (Ibid, 2024g). In tandem with all other responsibilities, sustainability
managers then must also navigate all the local recycling and waste disposal strategies where
the shooting takes place, a particularly relevant consideration for Italian production settings,
where recycling categories can significantly vary from one location or municipality to another

(Ibid, 2024g).

9.7.2 Sustainable Sourcing of Materials

Given this, while the pursuit of sustainability in audiovisual production settings is context-
dependent and negotiable and, as such, open to alternatives (for example, train over air travel),
in planning ahead for waste management department, certain restrictions in place are
foundational requirements in most sustainable production protocols and guidelines

(indicatively, cf Ecoprod, 2017:9; Green Film, 2022:18; Arbeitskreis »Green Shooting«,

2021:12). One such type of waste to be avoided is procured single-use plastic on sets used

predominantly for bottled water, craft and catering utensils and packaging.
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Per early pioneering practitioner Larry Fessenden (2024, personal communication), the use of
plastic constitutes “a great tragedy” that, due to its cumulative effect, degrades ecosystems
and ecological welfare, as evidenced by discarded plastic’s impact on wildlife and marine
species and the pollution of coastal regions and other natural habitats. As such, from his early
involvement in sustainability during the filming of No Telling (dir. Larry Fessenden, 1991), an
experience that much informed his subsequent authoring of Low Impact Filmmaking
(Fessenden and Ellenbogen, 1993), Fessenden had advocated for alternatives to single-use
plastics (Ibid, 1993: 29), mainly when it came to bottled water; a consideration that now is
standard practice in sustainability pre-production planning. Per leading sustainability
professional O'Brien (2014:4), it takes 17 million barrels of oil to meet the US’s annual demand
for bottled water (typically made of PET plastic), which would have been enough to fuel 1.3
million cars for a year. Further, Americans throw out 38 billion empty water bottles, which, if
not recycled, end up in landfills or waterways, taking up to an estimated 1000 years to fully
decompose (Ibid, 2014:4). Equally, in ltaly, a proportionally similar outcome sees the country
consuming 11 billion litres of bottled water annually, corresponding to approximately 242
thousand tons of plastic (Ecco, 2022:47). However, when it comes to amending such a usage
pattern efficiently, both Gianluca Della Campa of Edison Green Movie (2024, personal
communication) and Lorenzo Vecchi of Zero2030 (2023, personal communication) advocate for
a full lifecycle analysis (usually conducted in accordance to ISO 14040 Standards) for all
products set to replace procured water in plastic bottles, such as aluminium-based multiple-use
bottles, which although highly recyclable and cost-efficient (Rosa et al., 2020:54035), rely on a
more energy-intensive production process than PET/PLA bottles (Taburini et al., 2021). Further,
per Della Campa’s observation (2024, personal communication), while a 100-person crew
consumes an average of three to four water bottles per shift in any given production setting,
consumption tends to be irresponsible, with many crew members usually opening a bottle of
water, taking a sip, and then leaving it unfinished lying on set, resulting in what would be
approximately 40 meters per day of plastic if lined up, reaching about 1,200 km if extrapolated

over 30 days (Ibid, 2024, personal communication).
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In contrast to the above, per Della Campa'’s logic, if the exact equivalent of 200 litres of water
were to be catered on a production set through water dispensers (with a low-end estimate cost
ranging between ten euro cents per litre of water), the switch alone could also lower
significantly production costs with a total cost of a mere 20 euros versus what would have been
200 euros for daily bottled water bulk orders. Still, though, water fountains or dispensers are
not a panacea for sustainability: as Tim Wagendorp of the VAF asserts (2023, personal
communication), it matters little if the intention —or indeed, the solution— for procured water
is sustainable if the execution itself involves transporting water from long distances, adding to
carbon emissions and logistical costs. Further, another dimension that is often unaddressed in
the procurement of water for production sets is the social aspect. For Amelia Knott, Founder of
the research think tank TV Industry Human Rights Forum (2024, personal communication), a
common limitation in pre-production planning includes efforts to provide for crew welfare while
overlooking broader implications related to human rights, such as the impact of resource origin
and allocation to the local populace. For Knott (Ibid, 2024), such examples include location
shooting in water-scarce desert environments, where access to water is prioritised for
production crews, often without asking where the water is sourced from and where it would be

used otherwise, with potentially negative consequences for the affected parties.

9.7.3 Craft and Catering

A lifecycle and circular thinking are also necessary in the case of craft and catering services
supporting audiovisual production sets. However, Birgit Heidsieck (2023, personal
communication) advises careful consideration in pre-production planning when selecting
environmentally positive alternatives to plastic. Per Heidsieck, since the introduction of the EU’s
Single-use Plastic Directive of 2019, which effectively saw the banning of readily available
single-use items such as plates, containers, cups, straws, cutlery, and stirrers (European
Parliament and Council, 2019:1), a common pitfall includes the purchase of cheap, branded

“sustainable” products that despite being made of paper or sugarcane, are coated with
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Perfluoroalkyl and Polyfluoroalkyl Substances, commonly referred to as PFAS. Used for their
properties as water and grease-resistant agents in moulded, food contact materials (FCMs)
such as cups and disposable food containers (Tajvidi, 2023), PFAS are colloquially known as
“forever chemicals” due to their extreme resistance to environmental and metabolic
degradation (Cousins et al., 2020), which ultimately defeat the purpose behind their purchase.
Further, per Lorenzo Vecchi (2023, personal communication), while the procurement of
compostable cutlery in itself reflects an informed step towards sustainability in pre-production
planning, often, such products are sourced from distant locations, such as China, adding

significantly to a footprint via travelled mileage.

Moreover, the agency of sustainability professionals, when planning ahead the procurement of
environmentally friendly alternatives, is not atomic, requiring a networked, multilateral
engagement with various other stakeholders, particularly suppliers. Further appending to craft
and catering operations is the actual procurement of food and beverages. As a general
observation, in terms of sustainability, food is articulated not only in terms of its carbon
footprint (e.g. GHG emissions related to meat production) but also in terms of proximity of the
supply chain, cost-effectiveness and nutritional value, which, as factors, are often logistically
interconnected. Per producer Valeria Jamonte of Tempesta Slr (2023, personal
communication), stable relationships with local suppliers can ensure access to biodegradable
and reusable tableware as well as local produce, notwithstanding discounted prices. Further,
demand for sustainable alternatives pushes suppliers, even in the most remote areas, to meet
that demand by updating their stock, thus gradually greening the supply chain (Ibid, 2023). For
Nevina Satta (2023, personal communication), former CEO of Sardegna Film Commission,
sourcing locally can also reflect and, by extension, promote the cultural preferences of the
hosting locality while meeting budget constraints. Citing an observed example of coffee served
in production settings, Satta contrasts two coffee preparation methods: the popular, capsule-
based machines like Nespresso versus the large, traditional Moka stove-top machines typically
used in Sardinian communities. With a view to improving both efficiency and sustainability,

Satta points out that a Moka-serving setup for 20 people equates to the time needed to make
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just about five capsule-based coffees, which, in addition to saving time, also reduces the
wastage of used coffee pods while promoting the local beverage culture and suppliers (Ibid,
2023). Yet, while principally fundamental, sourcing locally does not address all aspects of
sustainability, especially when it comes to food catered on production sets. Per practitioner,
researcher, and founder of Bogota-based environmental film festival Planet On, Norma
Cuadros-Gonzalez (2023, personal communication), the food menu on offer is as important as
the sourcing of its ingredients, with plant-based dishes comprising more healthy and nutritious,
economical and less footprint-intensive choices compared to red meat options. While an
emphasis towards plant-based menu options can be criticised as a “trivial detail” and even a
“hard-sell” for sustainability, per Cuadros-Gonzalez (ibid, 2023), it is nonetheless substantial
given that Colombia’s hydroelectric energy infrastructure, in most cases, aligns with low-carbon
standards, thus rendering catered food and, in particular, the sourcing of beef, surprisingly a
more carbon-intensive factor in production settings than for instance, fuel usage (P. Kaapa,

2023, personal communication).

9.7.4 Art Department

Per Wales (2017:296), the Art Department is one of the most critical departments in film
production and one whose work, much like the Camera Department, is seen entirely on the
screen. As such, one of the Art Department’s primary responsibilities is the curation of a film'’s
visual elements, including colour, tone, feel, sets, wardrobe, and textures (Koster, 2004).
Operationally, this implies significant pre-production planning, but unlike other departments,
no formal production wrap is necessary (lbid, 2004: 158) other than the breaking down of sets
(a process known as strike) and waste removal, such as the disposal of paint, wood and other
set construction materials, thereby restoring the location or studio to its original condition

before its occupation and usage by production crew (lbid, 2004:164).
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Arguably, despite an evolving history of practices and innovations parallel to the evolution of
the filmmaking craft itself, it appears that bibliographically considerations of sustainability
among art departments and production designers professionals are a fairly recent advent,
recognised at an industry level first in the US, following the publication of the California
Integrated Waste Management Board-commissioned influential report Sustainability in the
Motion Picture Industry (Corbett and Turco, 2006:2) and, upon that, operationalised as part of
influential initiatives, particularly The Green Production Guide by the Producers Guild of
America, in tandem with more formal recognitions such as, for example, the UK-based Planet
Positive Award, created by the British Film Designers Guild (BFDG, henceforward) in 2023 in
association with BAFTA Albert and the support of Sky Studios Elstree (British Cinematographer,
2024), where environmentally forward practices from Art Departments are awarded and

incentivised.

9.7.5 Sustainable Set Design and Construction

In terms of sustainability, among established practices and workflows in the Art Department,
and per the sheer volume of materials and resources it demands, the most carbon-intensive
aspect is arguably the construction of film and TV sets. In principle, per Heidsieck (Green Film
Shooting, 2021c¢), for an audiovisual production to effectively minimise the environmental
impact of its set design and construction, it is essential to share information on innovative
methods alongside eco-friendly products and the choice of sustainable materials, alongside
standard operations, the reuse, storage and recovery of existing set decoration elements. As
such, the longer materials remain in the material cycle, the more resources are saved while

carbon resources are avoided, resulting in more economic benefits (Ibid, 2021c).

In practice, however, for Chiarini (Ibid, 2024g), such considerations necessitate a dedicated
budget line both for the Set Construction and other production departments in general, a

common oversight among Line Producers. As Chiarini points out, Line Producers are not
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generally trained to consider waste as an added cost factor in the overall production budget.
As such, unforeseen waste costs often arise in the form of Line Producers struggling to approve
waste management quotes upon production wrap, given that waste for disposal is paid by
weight when handled by independent contractors in Italy and, more often than not, set
constructions make for a bulkier and therefore more expensive type of waste (lbid, 2024g). A
further consideration pertains to the choice of vendors themselves, where, per Chiarini,
productions frequently opt for the ones charging less upfront, often overlooking the fact that a
cheaper set construction typically involves low-quality, sometimes hazardous materials; an
oversight potentially leading to increased volumes of waste and difficulties in recycling, further

driving up wage management costs (lbid, 20249).

In light of the above, the fate of used sets and set pieces from audiovisual productions upon
production wrap can be a rather ambitious endeavour in real-life production settings and a
significant concern for sustainability professionals during pre-production planning. Ever since
the CSR institutionalisation of US studios (see discussion in section 6.1.2.), common circular
approaches of US studios have included the internal reuse of set materials or the outsourcing
of such assents as rentals (Corbett and Turco, 2006:89), practices still in place today (Fierro,
2024). Other solutions advocated for by the industry (Corbett and Turco, 2006:105; Albert, BFI,
& Arup, 2020:13) include set constructions that are designed for disassembly (DfD,
henceforward). Firmly rooted in the principles of circularity as well as lifecycle analysis and
thinking (Crowther, 2005:1), DfD comprises an emerging and “promising sustainable design
paradigm” for the construction sector development”, where a systematic disassembly of
building components follows the reverse sequence of its assembly process, where for example,
individual parts of construction, such as walls and windows, are made in layers or as separable,
non-permanent joints (Arisya and Suryantini, 2021:1-2), with the use of screws, bolts or clips
and thus can be taken apart efficiently without damaging the materials, for them to be reused,

repurposed or recycled.
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However, taking stock of the constraints inherent in existing solutions, Chris Gilmour (2024,
personal communication), CEO of UK-based Vectar Sets, addresses the inability to recycle set
pieces, which, combined with a general reluctance, particularly from film productions, to
embrace set reuse, perpetuates the generation of significant waste from physical sets. Even in
cases where such management of resources is feasible, storage space, transportation and, in
some instances, rebranding of used sets can outweigh the benefits, both logistically and
financially (Ibid, 20234, personal communication). As such, addressing both this lack of
efficiency and the overall reduction of the carbon footprint associated with set construction,
Gilmour's focus and proposed solution lies in the innovative manufacture and use of
engineered paperboard. Branded as Vectar Boards and certified by the Forest Stewardship
Council (FSC) (Ashden, 2024), the boards of Vectar Sets, made of Nordic timber waste (typically
sawdust and offcuts) from managed Swedish forest wood that is then converted into a dense,
high-quality and fully recyclable paperboard (Ibid, 2024, personal communication). According
to Gilmour, due to the slow growth of Nordic forests, the wood fibres are exceptionally long,
giving the material a high strength-to-weight ratio that is 90% lighter and carbon-intensive than
Medium Density Fiberwood (MDF), used conventionally in the construction of sets. Such
properties allow for the versatile use of engineered paperboards, particularly favoured by
broadcasters and advertisements as well as film and TV productions in the UK, Spain, Italy,
Germany and Canada. Examples include lightweight pitch-side desks and studio sets for the
BBC and ITV and other time-sensitive production settings such as advertisements for sports
retailer Adidas, where a number of high-profile footballers were required to have their own
personalised branded set, necessitating a streamlined workflow for the art department, with a
change of set occurring every 20 minutes. Further to the above, during a Channel 4 coverage
of the UEFA European Championships, traditional wooden flats —each weighing up to 60
kilograms to create a realistic studio environment—were efficiently replaced with lightweight,
adjustable Vectar Boards, weighing only 5 kilograms; a substitution that achieved the desired
aesthetic look while reducing labour and handling needs. To a similar effect, for ITV's
docudrama mini-series Waco Untold: The British Stories (directed by Stuart Bernard, 2023), a

domestic interior setup featuring two-wall configurations was rotated and altered through 12
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different set designs in a day by Gimour's creative team without disrupting continuity or

camera and lighting setups.

However, despite notable collaborations with producer Ridley Scott in Alien: Romulus (directed
by Fede Alvarez, 2024) and (undisclosed) work on projects for Steven Soderbergh and Disney,
Gilmour notes that there is a clear struggle in shifting established production practices and
priorities. Per Gilmour, such a risk aversion for innovative and sustainable solutions is evident,
particularly when it comes to large-scale film productions utilising extensive crews with fixed,
established workflows, on account that such solutions may compromise the flow, stability or
quality expected from high-stakes projects (Ibid, 2024, personal communication); ironically,
despite the fact that often in such production settings, the construction of sets may require up
to 300 people at any one time (Ackland-Snow and Laybourn, 2017:111). In contrast, Gilmour
points out that industry buy-in for engineered paperboards is much greater when it comes to
smaller productions, where budget, time constraints and adaptability take precedence, such as

advertising or TV projects (lbid, 2024, personal communication).

9.7.6 Sustainable Fashion and Costume Design

A second sustainability consideration in the Art Department is the sourcing of materials for
costumes. As with other sustainability considerations, sustainable sourcing is ideally planned
ahead during pre-production, where the same foundational principles of circularity apply to
character-bespoke costume design or simply readymade solutions such as procured fashion.
Per Pantouvaki et al. (2021: 73-74), discourses of circularity in performance costumes are not
new. They are owing to a rich history of developments in theatre, with garments, costumes,
and costume parts from everyday fashions reused as stage costumes from Elizabethan theatre
to Commedia dell’Arte. However, in recent years, budgetary restrictions have directed
theatrical costume professionals towards more concrete circular economy approaches and, by

extension, sustainable costume practices (ibid, 2021:74).
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The same, however, cannot be said about audiovisual production settings, where costume
design and procured fashion are indispensable means of shaping characters, expressing
emotional attitudes and promoting the development of the storyline in film and television
drama works, as well as the overall lifestyle and cultural connotations of the times such works
explored on-screen (Yin, 2023:62-63). As such, in fast-paced production settings, usually relying
on short timeframes and short-term thinking and solutions, prioritising “indispensability” leads
to excess clothing purchases and, thus, unnecessary costs. Per actor, scenographer and fashion
stylist for audiovisual projects, Matteo Gavotto (M Gavotto, 2024, personal communication),
established workflows, limited budget lines, and tight deadlines often mitigate against
sustainability, with logistical challenges including the lack of actor fittings and the demand by
sector-related agencies for multiple live options (i.e. clothing and wardrobe in various sizes) for
characters in scenes; resulting both to waste of excess clothing as well as resorting to e-

commerce and fast fashion bulk orders (Ibid, 2024, personal communication).

Much like the procurement of single-use plastic in the craft and catering arena, mass-produced
fast fashion, as it relates to costume department operations, can be considered one of the
most damaging environmental practices. Per Niinimaki et al. (2020), from its production to
consumption, the overall impact of the textile and fashion value chain on the environment
includes over 92 million tonnes of waste produced per year and 79 trillion litres of water
consumed, notwithstanding significant chemical pollution and CO2 emissions. Broadly, the
term fashion is usually associated with the textile and apparel industries; it also extends to
include leather-related industries as well as the production of accessories, such as jewellery,
glasses and watches (D'Amico et al., 2013:2). In turn, per Jung and Jin (2014:512) the modifier
“fast” implies a rapid mode of production, with a short lead time, lower cost and quality-
compromised, often toxic, materials as well as low-paid and often questionable labour
practices, both in developed (Hammer and Plugor, 2019) as well as developing countries (Jin,

2022).
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As an antidote to this mode of production and consumption, the concept of “sustainable
fashion” arose in the 1960s, when consumers became aware of fashion’s environmental impact,
demanding that the industry change its practices; and has subsequently been used
interchangeably with eco-, green-, and ethical fashion discourses (Henninger et al., 2016:400).
Per Henniger et al. (Ibid, 2016) as sustainable fashion is both context and person dependent as
well as subject to greenwashing, it is essential that organisations —and by extension industrial
sectors— identify their own criteria of what constitutes sustainable fashion. For Milan-based Art
Director and fashion stylist for film, TV, publishing and fashion shows, as well as creator of
Mediaset Infinity’s docu-series Green is the New Black (2024) Camilla Grandi (C. Grandi, 2024,
personal communication), conscious and sustainable clothing and costume choices take stock
of five key factors: 1) materials, 2) ethical production, 3) longevity, 4) transparency and 5) waste

reduction.

Materials comprise the foundation of sustainable fashion, utilising eco-friendly and low-impact
textiles, such as organic cotton, hemp or recycled fabrics. In turn, ethical production implies fair
wages, safe working environments and respect for worker’s rights. Further, longevity
emphasises durability and timeless design, thus encouraging consumers to invest in pieces that
last rather than opting for fast fashion items that quickly fall out of style or wear out. Moreover,
transparency about sourcing and manufacturing processes behind the scenes empowers
consumers to make more informed choices, with the story of the garment itself enhancing its
market value or appeal. Lastly, waste reduction ultimately promotes a circular economy where
second-hand items, vintage pieces and garments from surplus fabric aid the reuse, recyclability

and, ultimately, reduction of waste (C. Grandi, 2024, personal communication).

Similar to the strategies employed in set constructions, a repeating feature in ltaly and abroad
involves the storage, reuse, and rental outsourcing of previously used costumes (M. Gavotto,
2024; C. Grandi, 2024; L Chiarini, 2024g). Further, a supplementary strategy includes
“upcycling”, a collection of circular practices, such as creative and innovative repair, reuse and

redesign of used textiles, aiming towards the creation of a new product of higher quality than
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its compositional elements (e.g. used and wasted clothing products and components (Sung,
2023: 3722, 3727). Usually considered upon production wrap (L. Chiarini, 2024, personal
communication), per Sung (2023:3721, 3727), while mentioned distinctively, upcycling often
overlaps with the term “circular economy”, comprising clearly a sub-set of the latter. As such, it
is fully supported by circular economy policies, regulations and guidelines (Ibid, 2024: 3727). In
this context, per Gavotto (2024, personal communication), a future, more sustainable direction
and industry practice, not just for the audiovisual sector but for the cultural industries broadly,
includes the creation of closed-loop, upcycling clothing and costume networks, which could
facilitate seamless, cross-sectoral collaborations between cinema, theatre and professionals of

the tailoring trade.

However, a major barrier in costume asset management is that such efforts remain largely
personal for the sector’s stylists, with long hours of unpaid labour for filing, cleaning and
archiving inventories not compensated in production settings (lbid, 2024, personal
communication). Further, per Chiarini (2024g, personal communication), even in more
organised settings facilitated by large production companies, such assets are stored in a very
generalistic, unorganised manner by a crew (usually production assistants) that is paid on a
weekly basis to facilitate production wrap, and within that, asset management. Moreover, with
production budgets shrinking globally and budget cuts occurring both for pre- and production
wrap phases, inventory management often proves to be an arduous task, resulting in significant
amounts of unindexed clothing-related assets being stored in boxes at large storage facilities

(Ibid, 2024g).

9.7.7 Sustainable Costume Care

As Chiarini (2024g, personal communication) further points out, the footprint scope of
costume-related asset management also extends to their maintenance and care, particularly

regarding fabric washing and treatment workflows. With strict adherence to the European
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framework for the energy efficiency of electronics, professional, non-household washing
machinery and non-household washer-dryers are subject to Directive 2006/42/EC of the
European Parliament and of the Council on machinery safety and design standards (European
Parliament and Council, 2006). As such, sustainability managers ought to consider (and later
on, monitor closely) the use of washing machines and dryers used in costume care, particularly
with respect to their energy class, microplastic filtering capacities and the use of
environmentally friendly detergents and chemicals (L. Chiarini, 2024g, personal
communication). However, given that in real-life production settings, such machines are
procured by the same companies that also rent production trucks and fleets and are often
mounted in the trucks themselves, the above considerations often become an oversight. In
addition, if the task of caring for costumes is outsourced to professional dry cleaning services
external to the production, it is important that such services are certified according to

international standards (Ibid, 2024g, personal communication), such as ISO 14001.

9.7.8 Cosmetics

Naturally, consistency with the intent of greening audiovisual sets also takes into account the
usage of hair and make-up products during production. Given that, in most instances, hair and
makeup artists do not start work until production begins unless special effects makeup or
masks are required (Clevé, 2006:104), sustainability managers have little influence over product
selection other than advising for sustainable and environmentally friendly alternatives (L

Chiarini, 20249, personal communication).

Per EcoMuvi (EcoMuvi, 2024e), first and foremost, a cosmetic product’s performance and the
results it yields are prioritised, considering factors such as lighting, location, time constraints
and relevance to the performer’s skin type, tone and in some instances, personal preferences
for particular cosmetics (Joni, 2021). Then, in instances where Hair and Makeup artists upgrade

or re-stock their makeup kits through new purchases, it is essential that conscious and informed
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choices are made with regard to packaging, ingredients and certification but also origins,
thereby considering ethical practices and supply chain transparency in the product’s

manufacturing (EcoMuvi, 2024e).

In general, per Sahota (2014:6), cosmetic products are typically housed in excess layers of
plastic packaging, which, besides contributing to high product prices, do not biodegrade in
landfills and thus have a detrimental effect on the environment. Against this, EcoMuvi (Ibid,
2024e) advises for products made with recycled and, further, recyclable materials such as paper
and plastic. Within those provisions, opting for cosmetic brands that allow for refills is
encouraged, as are brands that offer take-back services. In terms of ingredients, the imperative
is to exercise caution regarding the health risks of silicone, parabens, petrolatum, foaming
sulfate and PFA-based products, as well as products with artificial fragrances, given that all of
the above are directly absorbed by the skin (Ibid, 2024e). Further, EcoMuvi emphasises the
need for attention when it comes to sourcing natural ingredients and the questionable labour
practices behind their harvesting (Ibid, 2024e). Such examples include the use of mica, a
naturally occurring (but also synthetic) mineral used for its reflective and luminous properties in
makeup products such as eyeshadows, highlighters, blushes, foundations, and other products,
whose extraction in countries like India and Madagascar often relies on child labour due to the
small, confined spaces required to access and collect the mineral stone. As such, a more
favourable alternative is the use of lab-produced, synthetic mica, which is purer and completely

free from plastic and exploitation (Ibid, 2024e).

Further, the sourcing of palm and coconut oil-based ingredients must be examined and
reconsidered. A vegetable oil predominantly grown in Indonesia and Malaysia, palm oil is
responsible for the deforestation and, ultimately, the destruction of tropical rainforests,
threatening the habitats of endangered native orangutan species (Sahota, 2014:6),
notwithstanding further biodiversity loss, threats to indigenous communities and significant
CO2 emissions due to forest clearing for production expansion (EcoMuvi, 2024e). In the case of

coconut oil, caution must be exercised regarding its sourcing destination and methods, with
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documented instances of coconuts being harvested by monkeys in Thailand, which, kept
chained, are exploited for their efficiency in picking coconuts faster than humans at no cost
(PETA Asia, 2022), in addition to deforestation and increased monocultural farming practices,

due to high demand (Ibid,2024e).

In addition, owing to the historical use of testing methods on animals (typically conducted on
rabbits and mice) and the ensuing scrutiny from the public, media and NGOs (Sahota, 2014:3),
our attention is drawn towards the preference for cruelty-free and occasionally, vegan products
(EcoMuvi,2024e). By default, in the first instance, per EU Regulations on Animal Testing, which
saw the 1) banning of animal testing for finished products in 2004, 2) the banning of animal
testing for individual ingredients, and 3) the banning of cosmetics tested on animals, including
those produced out of the EU all cosmetic products in the EU are cruelty-free (Ibid, 2024e).
Further, entering the discourse of vegan beauty products, Joni (2021) highlights that the word
“vegan” can, in fact, be a misnomer, considering that vegan ingredients are often made from
synthetic, petroleum-based chemicals, which pose hazards both towards the environment,
animal and occasionally human health. Simultaneously, as EcoMuvi (2024€) points out,
sustainability is not inherently synonymous with vegan product choices: for example, beeswax
ingredients, however sustainably sourced they might be, are not suitable for vegan products.
As such, per Joni (2021), a complex trade-off occurs where synthetically produced vegan-
friendly beeswax alternatives are often shipped across the world, adding, through (indirect)
Scope 3 emissions, to an overall carbon footprint that fundamentally contradicts the principle

of minimal environmental impact.

As such, to make more informed choices and avoid supporting and, by extension, perpetuating
an unethical supply chain, EcoMuvi suggests considering products bearing the B-Corp
certification, where brands are benchmarked against high social and environmental standards,
accountability, and transparency, guaranteeing that the certified company is committed to

balancing profit with socio-environmental purpose (Ibid,2024e). Other suggestions include
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designated certifications and labels indicating that the ingredients are organic, natural, vegan,

cruelty-free, or sourced through fair trade (lbid,2024e).

9.8 Energy Plan

9.8.1 The Use of Generators in Production Sets

As it has already been established throughout this study, audiovisual productions require
substantial, high energy demands and extensive use of power-intensive equipment. In
production settings, the Electric Department handles all powering aspects of the set, such as
the usage of electrical equipment, lights, the electrical truck and, by extension, the generator
(Koster, 2004: 174), which can comprise a self-contained unit or one that is often mounted or
built-in to a truck. Working under the direction of the Director of Photography, who determines
the powering priorities of each scene, such tasks are overseen by the production’s gaffer and
electricians (Clevé, 2006:2) and the generator (or “genny” in the US) operator, which ensures
that such equipment is in position at the beginning of the day, fully fueled, and ready for the
gaffer to tie in all appliances in need of power (Wales, 2017: 341-342). Per Wales (lbid, 2014),
the use of generators depends heavily on filming location characteristics, with, for example,
outdoor and night-time settings in remote locations such as forests necessitating the use of a
generator due to lack of accessible power sources. Further, access to on-site (private or public
grid) electricity that is subject to permission or approval can also affect a production’s decision
to bring a generator (Ibid, 2014). As to the type of generator, any choice is subject to precision
and reliability relative to the needs of a project. As such, per Boyechko (2022), the Electrical
Department has to understand the required wattage of the lighting equipment hired to
illuminate a scene, ideally aiming for an appliance that can yield about 20% more output than
is needed. That is because, unlike connecting to a power grid, which in principle provides a

steady supply of electricity, generators can have minor fluctuations in their power delivery; as
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such, maintaining a buffer below the maximum load would ensure a more reliable performance

(Ibid, 2022).

9.8.2 Industry-endorsed Solutions to Diesel-powered Generators

However, while generators are a key element to current production practices and workflows,
the environmental impact associated with their use warrants our attention. Per research
conducted by Albert, Arup and the BFI (2020:12) supporting the needs of a tentpole film with a
budget of over 70 million US dollars, the usage of production energy utilities accounts for 30%
of the production’s overall carbon footprint. A further breakdown of that estimate reveals a
notable 30% reliance on gas usage (for heating or gas-powered equipment purposes) and,
further, a 70% electricity usage supporting the lighting, camera equipment and all other
electric needs in a production set, primarily through the use of generators (Ibid, 2020:12),
whose climate impact is higher when running on conventional diesel (Fritsche et al., 2020:7)
and petrol (also referred to as gasoline). In themselves, refined by-products of crude oil —
namely diesel and petrol— are supported by an immense infrastructure, including 132
refineries and 190,000 miles of pipelines in the US alone (US Energy Information
Administration, 2024; American Petroleum Institute, n.d.), a physical and institutional
entrenchment known as “carbon lock-in”, which, according to the World Resources Institute
(Sato et al., 2024) perpetuates, delays, or prevents the transition to alternative and more
sustainable energy types. By now, as a cornerstone in each sector’s green transition roadmap,
the detrimental effects of diesel in tandem with diesel-dependent equipment are
acknowledged; as such, in our immediate context, discourses centre around 1) the sector’s
overreliance and overuse of portable, diesel-powered generators, 2) their eventual
replacement by more sustainable alternatives, available at scale and affordable or competitive

prices further, 3) available infrastructure such as national grids.
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9.8.3 Diesel-powered Alternatives

In global production settings, and per sustainable production practitioners from Latin America
(N. Cuadros-Gonzalez, personal communication), the US and Canada (J. Sandoval; C. Winslow,
personal communications) to Russia (M. Kurishenko, personal communication), China (C. Wang,
personal communication), India (S. Nakkai, 2024, personal communication), the UK (M. L.
Smith, personal communication), Germany (B. Heidsiek, 2023, personal communication) and
ltaly ( L. Vecchi, 2023, personal communication) the hiring and usage of diesel-powered
generators as a longstanding practice comprises the norm for powering audiovisual sets,
despite the sector acknowledging their detrimental effect. Further, such a dependency is also
marred with overuse: per Cuadros-Gonzalez (2023, personal communication), a “bigger is
better” mindset prevails in the industry, where the capacity of hired generators far exceeds the
need of the project. Simultaneously, Sandoval (2023, personal communication) observes that in
US television productions, such oversized, maximum-capacity generators are frequently

activated and left running in the background, sometimes without even being used.

According to Gassman and Guttefarde’s (2021:69) predictions, the industry is set to keep using
conventional diesel-powered generators for a while despite the development of newer diesel-
dependent norms set to replace them, such as generators catering to Stage V standards.
Developed to meet the world’s most rigorous standards for non-road mobile machinery
(NRMM), a class of diesel engines that includes construction equipment, railroad engines,
inland watery vessels and off-road recreational vehicles and, among them, portable diesel
generators used to power up film sets, the Stage V standards adopted by the EU Parliament in
July 2016 set strict limits towards exhaust emissions of particulate matter (PM), particle
numbers (PN) and nitrogen oxide (NOx)— all critical metrics in air pollution and emissions
control— through the innovative use of diesel particulate filters (DPFs) and selective catalytic

reduction (SCR) systems (Shao and Dallmann., 2016:1; Atlas Copco, 2020:3).
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9.8.4 Hydrogen Power Units

Arguably, hydrogen power units are one of the more promising industry-endorsed solutions for
cleaner energy for audiovisual sets and one that could effectively replace diesel generators (B.
Hiedsieck, 2023: J. Sandoval, 2023: M L Smith, 2023; C. Gilmour, 2024; C. Winslow, 2024,
personal communications). Valued for its potential as a carbon-free solution, hydrogen, the
simplest member in the family of chemical elements (Encyclopedia Britannica, n.d.), has gained
global recognition as a unique energy source and potential fuel (Dash et al., 2023:1), and as
part of long-term decarbonisation policies and national roadmaps among the Group of Twenty
(G20) and the European Union (International Energy Agency, 2019:21). Based on its
environmental impact, hydrogen production is classified into three main groups: green, based
on renewable energy sources (see discussion in the following section) such as solar, wind and
hydropower; blue, based on coal gasification and natural gas aided by carbon capture and
storage systems (CCS) and red, which is produced through the use of conventional fossil fuels,
yet without emissions capture, thus making it less sustainable (Ibid, 2023:1). In general terms,
per the International Energy Agency (International Energy Agency, 2019:17) hydrogen supports
a resilient green transition and sustainable future via two fundamental capacities: 1) existing
applications of hydrogen can use alternative and cleaner production methods for producing
hydrogen, simultaneously utilising a more diverse set of energy sources while 2) harnessing
produced hydrogen either as an alternative to conventional (diesel or petrol fuels) or as a
supplement in expanding electricity usage, either in its pure form or converted into hydrogen-

based fuels such as synthetic methane, synthetic liquid fuels, ammonia and methanol.

However, in our immediate context, and despite its transformative potential as a cleaner
alternative to diesel, the adoption of hydrogen and hydrogen-powered technology remains
significantly underutilised. Per Winslow (2023, personal communication), one of the main
barriers to the adoption of hydrogen is the significant costs associated with developing and
implementing hydrogen-based technologies. As Winslow notes, in US production settings,

while both hydrogen and hydrogen-based storage battery systems have been piloted and are
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available, they often come with a “green premium”, thus making them more expensive for an
average production company to hire than traditional diesel generators; further, rendering such
solutions as viable options for established industry players whose production budgets allow for
flexibility, such as Netflix and Disney (lbid, 2023). In addition, Winslow explains that both
national and state-level regulations influence hydrogen infrastructure, often creating a complex
patchwork of regulations that companies must navigate. Often, some regulations deter
companies from investing in hydrogen and clean tech, while others award incentives and non-
dilutive funding opportunities that include grants, tax credits or rebates, such as, for example,
the large federal bill known as the US Inflation Reduction Act (IRA) of 2022 (Ibid, 2023).
Similarly, the same sentiment is echoed in Europe, where, per Heidsiek (2023, personal
communication), the lack of supportive policies, regulatory frameworks, and real-world
implementation at the EU level adds weight to the audiovisual sector’'s own inherent systemic
resistance and a persisting reliance on fossil fuels rooted in well-established practices and
vendor relationships ( C. Winslow 2023, personal communication). Further, as a result of all the
above, even in cases where demand is evident, the use of hydrogen-powered technologies in
audiovisual production settings is often characterised by limited supply and availability at scale
(B. Heidsiek, 2023; M. Sant'Unione, 2024; L. M. Smith, 2023; C. Winslow, 2023, personal

communication).

9.8.5 Renewable Energy Sources

While hydrogen (alongside electricity) in itself is not a primary energy source but an energy
carrier that stores, transports and delivers energy derived from other energy sources, including
fossil-based ones (Rosen and Koohi-Fayegh, 2016:10), several practitioners draw our attention
towards the potential inherent in renewable energy sources (or “renewables”, in the
vernacular). Per Liao and Wan (2022:3), unlike fossil fuels, renewable energy is sourced from
abundant and readily available natural sources that are replenished faster than they are

consumed. Such sources primarily include biomass (occurring from the burning of wood and
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charcoal, animal products, manure, and plant remains, as well as municipal solid waste);
hydroelectricity (deriving from the kinetic energy of moving water); solar energy (utilising the
sun’s radiation in applications such as solar water heating systems, photovoltaics (PV,
henceforward), and solar thermal systems); wind energy (obtained through the kinetic energy
of moving air) as well as tidal and geothermal energy (Ibid, 2022:1-3). In addition, green diesel,
also known as “renewable diesel”, “second generation diesel”, hydrotreated vegetable oil or
hydrogenated vegetable oil (HVO), derived from organic matter such as wood, oilseed crops,
seaweed and animal and fish waste, has the capacity to provide for cleaner combustion with a
reduced impact on the atmospheric accumulation of CO2 (Douvartzides et al., 2019:2). Per the
International Energy Agency (2021:3), renewables have been the “success story” following the
aftermath of COVID-19, with a 3% growing demand across key sectors such as power, heating,
industry and transport in 2021, while further predictions see potential renewable electricity
generation demand reaching an increase of almost 70% by 2028 (IEA, 2023:15). However,
considerable barriers towards a timely green transition exist, with the energy crisis triggered by
the Russian Dederation’s invasion of Ukraine, causing an unprecedented rise in natural gas and
coal prices; leading to significant government intervention in energy markets, aiming at
protecting consumers from soaring energy prices (Ibid:2023:51,15). Despite their necessary—
and by all means, justifiable—nature, such interventions created uncertainty for investors
regarding future investment conditions, thereby driving up costs and contract prices for both

wind and solar PV projects (Ibid:2023:23).

Consequently, a mixture of both opportunities and challenges affecting every aspect of the
economy is also mirrored in sustainable audiovisual production on multiple levels that
sustainability managers have to navigate when drafting a production’s sustainability policy. Per
Vecchi (2023, personal communication), renewables are the primary energy choice when
adhering to Zen2030's protocol due to their stability and reduced need for fuel transportation.
However, in Italian audiovisual production settings, the choice of renewables is not always
feasible nationwide, with many regional disparities in renewable grid connection capacity,

notwithstanding instances due to infrastructure delays, such as a two-month waiting period
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before such connections can be established to the benefit of a production (Ibid, 2023, personal
communication). Similarly, scenarios involving the use of other renewables, such as green
diesel, are marked by uneven distribution. Per Sandoval (2023, personal communication), the
adoption of renewable diesel is not widely available in major North American cities such as
New York City or Toronto but is in California, subject to proactive policy contexts and
regulatory frameworks, such as the California Low Carbon Fuel Standard (LCFS), which see the
active and incentivised promotion of cleaner alternatives (Cullenward, 2024:7). As such, it is
evident that governments and policymakers hold significant responsibility in incentivising the
audiovisual sector’s green transition, just as they do for every other sector: as Marks (2023,
personal communication) notes, in a capitalist economy, demand and competition for energy
drives the economy as much as it drives politics. Further to this, per Cuadros-Gonzalez, unless
government-supported infrastructure is established, the conversation essentially reverts back
towards the use of diesel generators, sustainable alternatives for which, per the previous point
raised, are not always affordable or available at scale ( C. Winslow 2023, personal

communication).

Taking stock of the technological options above, alongside their logistical constraints and
obstacles in practical applications, as well as different localised sustainability frameworks and
infrastructures —or lack thereof— is, per Raciti (2024, personal communication), part of a
professional role whose function is in a consultant capacity, to determine feasible solutions that
ensure sustainability compliance in all production departments, including the Electrical
Department. As such, per Vecchi (2023, personal communication), any solution can be optimal
or subpar, depending on the context in which it is considered or, indeed, applied. As an
example, Vecchi observes that when shooting in rural Sicily, where temporary renewable
connections might be unavailable or out of reach, the use of a diesel generator compliant with
the latest Euro 6 standards for reduced emissions is often a flexible and enough justifiable
solution for accreditation, verification and certification bodies, provided such an option is

proposed a priori in relevant guidelines (Ibid, 2023, personal communication).
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9.8.6 From Sustainability Planning to Operational Policy

Navigating options and identifying optimal solutions tailored to a project and its needs across
all production departments, the Sustainability Manager then creates the project’s sustainability
policy, which —ideally and subject to timely planning— is delivered and disseminated during
late pre-production. In the case of EcoMuvi (L. Chiarini, 2024h, personal communication), the
policy is outlined in a brief, usually 2-page document. On its first page, the document lists key
production personnel, such as the project’s designated sustainability manager, producer and
unit manager, assigning responsibilities so that different aspects of sustainability are met.
Simultaneously, other parameters of the project are addressed, such as the production budget,
the type and duration of the project, i.e. “agile” projects, such as short films and
documentaries, advertisements, music videos or other audiovisual projects requiring less than
12 days of filming, with everything else classified as “standard” (EcoMuvi, 2024f:4). Further, an
acknowledgement of the production’s voluntary adoption of the EcoMuvi protocol for
certification purposes, followed by a breakdown of what such an adherence entails in
production settings. On its second page, the policy document addresses the specific needs of
the project in terms of location (and thereby, its biodiversity value), use of resources, energy
requirements and their conservation, setting key priorities among these aspects. As such, the
finalised policy is then distributed digitally (per the sustainability principle of reduced paper use
in all facets of production) to all crew, either by the appointed Sustainability Manager or
through the production’s company internal channels (such as project or production company-
specific digital platforms), before the shooting starts, alongside a thorough introduction of
what EcoMuvi is and how it works on set, establishing clear expectations for every crew
member, particularly for those not familiar with sustainability practices on set (L. Chiarini,

2024h, personal communication).
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9.9.1 Presence of Sustainability Managers on Set

A prosaic argument that one can easily be led to make about the phase of production (or
“shooting”) is that, logistically, it would be a more straightforward process than its
preproduction backbone component. After all, having thoroughly assembled a crew, identified
and secured locations and scheduled activities, and pooled together other creative, technical,
and logistical resources during the latter, production would then ideally only be subject to a
coordinated execution and wrap. However, such an argument underestimates the real-time
challenges, adaptation and complexity of coordinating multiple departments in the making of a
project. Along similar lines, a comparably simplistic assumption can also be made about
planning the sustainability policy in preproduction vis-a-vis its execution on set. As such,
broadly, as much as a seasoned unit production manager working directly under the producer
is required to oversee the day-to-day running of the crew and set according to scheduled
activities (Wales, 2017:173), or Heads of Departments overseeing specific aspects pertinent to
their craft (L. Vecchi, 2023, personal communication) so is the on-site expertise and indeed, the
presence of a “central figure” responsible for sustainability needed (R. Cremonesi, 2024,
personal communication) to discern which policies on set are more effective, raising the crew’s
awareness about sustainability issues and alternatives and simultaneously minimising any
“inconvenience to the crew” and established workflow processes, while ensuring on-set

compliance (Victory, 2014: 26).

While Sustainability Departments (for lack of a better term) in most production settings lack
standardised structures or descriptions of roles for its professionals, and therefore, such
responsibilities are negotiated between the production company or studio in tandem with the
sustainability consultancy or service (J Sandoval, 2023, personal communication; Hadas:
2024:7;), certain common threads necessitating the presence of sustainability professionals
during production can be identified in a manner that accords with established guidelines
(predominantly PGA's Green Production Guide) or protocols that are subject to verification and

eventual certification. Therefore, as operationalised by most sustainable production norms,
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such on-site support can be articulated along the lines of 1) monitoring and documenting the
sustainability performance of scheduled activities, 2) meaningful interventions such as crew
training, real-time consultation and realignment towards one or more protocols, as well as 3)
liaising with suppliers and other collaborating stakeholders attached to the project, and 4)
facilitating the access of inspection bodies for performance evaluation and verification
purposes as part of the certification process, while 5) navigating resistance, whether rooted in

established workflows, generational divide or knowledge gaps.

9.9.2. Monitoring and Documenting Sustainability Performance

Beginning with monitoring, Chiarini (2023, personal communication) makes a case for
balancing the direct, on-site involvement of sustainability managers with the need for the
production departments and their teams to take ownership of sustainability in their respective
workflows. As such, EcoMuvi’s approach sees the inclusion of sustainability managers during
critical junctures of a project, such as the start and end of production and during any key
location changes over its course; an approach that, for Chiarini, essentially prevents
dependency on sustainability managers, instigating capacity-building through cultural change
of habits on sets, where each crew member, having been trained, becomes autonomous and
accountable for sustainability in their own workflows (lbid, 2023, personal communication). In
contrast, per both Vecchi of Zen2030 (2023, personal communication) and Cremonesi of Green
Ciak (2024, personal communication), in-person on-site support by sustainability managers
should be constantly provided during the entire filming process, on account that sustainability

is a new addition, not fully prioritised, integrated or sufficiently nurtured in production settings.

Whether ongoing or indeed strategic in-person support is facilitated, an important component
of monitoring is the documentation of sustainability performance and the environmental
impacts of production. Essentially a process of thorough data collection, documentation

ensures that the production keeps adequate records in areas such as its usage of fuel and other
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energy needs, alongside the purchase and rentals of all items and materials used, ranging from
transport vehicles and generators hired to filming equipment and lighting kits, and from set,
props and costumes materials to catering and office supplies. (Hadas, 2024:7). Such records
are evidential and consist of collected invoices and data (e.g. readings, photos or production
notes) pertinent to energy consumption, transport and asset management, which later on are
consolidated as deliverables to evaluate a project’s management and sustainability compliance

by the certifier (C. Morlacchi, 2023, personal communication).

9.9.3. On-site Interventions

Appending to Chiarini’s point about capacity building is the notion of on-site crew training and
real-time consultation with the sustainability manager throughout production. Ideally conceived
as part of a communication strategy facilitated internally from the production to its crew
(EcoMuvi, 2024f:14), the process takes new contours within active production settings when
sustainability managers consult with each department, raising awareness around role-specific
responsibilities and workflow-related sustainability issues. Per Smith (2023, personal
communication), such an intervention is essential given that a lack of formalised training
characterises many professional roles in audiovisual production that highly influence
sustainability. As an example, Smith cites key roles such as transport captains and location
managers, whose training and acquisition of skills are not typically included in formal industry
programmes (such as those offered by Screen Skills in the UK) or even through facilitated
apprenticeships but rather learned on the job. As such, an intervening sustainability manager
oughts to provide informed and prompt answers to practical queries, ranging from whether the
choice of an electric or diesel car would better suit specific project needs (L. Vecchi, 2023,
personal communication) to how to properly facilitate the removal and recycling of set assets
or materials during production wrap (V. Jamonte, 2023, personal communication), and proper
waste separation and disposal in accordance with the local guidelines where the principal

shooting takes place (J. Sandoval, 2023, personal communication).

262



In addition, while the function of on-site training transcends mere compliance with
sustainability protocols, hoping to instigate a long-term cultural shift in the long-term (R.
Cremonesi, 2024, personal communication), it is still a process of realignment towards the
sustainability policy agreed upon in pre-production and overall compliance (EcoMuvi, 2024£:9)
with one or indeed, multiple protocols. Per film commissioner Luisa Giuliani of IDM Stdtirol
(2023, personal communication), European co-productions who utilise Stidtirol-Alto Adige’s
scenic locations have to comply with two, sometimes three sustainability protocol norms,
guidelines or calculators simultaneously, owning to compliance with multiple funding
requirements. As an extreme (but plausible) example, such a scenario could imply compliance
with Trentino’s Green Film rating system, tied to regional Italian funding, the use of BAFTA's
Albert calculator mandated by broadcasters, and Germany’s Green Shooting Card protocol, all
in tandem with IDM’s own Green Shooting Certificate guidelines. As such, a production crew
stationed at Stdtirol-Alto Adige would have to navigate different requirements, which, even

though intersecting, would necessitate the meaningful intervention of sustainability managers.

9.9.4. Liaising with suppliers

Essentially, the engagement of sustainability managers with a production’s suppliers is a
bilateral and mutually beneficial process for both parties: on the one hand, liaising with
suppliers of hospitality goods can almost always guarantee the procurement of biodegradable
alternatives on set (V. Jamonte, 2023, personal communication), while liaising with energy
suppliers can meet logistical needs such as the procurement of renewable energy (N. Cuadros-
Gonzalez, 2023, personal communication). On the other hand, it signals and stimulates
demand for more sustainable or local alternatives (N. Satta, 2023, personal communication),
thus greening the entire supply chain attached to the sector in a feedback loop manner. In
addition, as Beatrice Belli of Amazon MGM Studios notes (B. Belli, 2023, personal

communication), the relationship between the production and its suppliers has been
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instantiated with instances of direct, systemic benefits for both parties, where, for example,
suppliers of LED lighting kits or electric generators receive tax incentives for offering
discounted rentals to productions, therefore driving down procurement costs for the

production.

Where the two parties disengage is in that, arguably, not all vendors attached to the
audiovisual sector’s supply chain position themselves as a priori “sustainable”. Per Sabri and
Nadarajah (2016:39), in principle, a business deciding to make changes in their practices or
additions to their stock will somehow affect their profitability: “sensibly”, so their managers
“will hinder changes to maintain what they have believed [to be] as their most optimal profits”
(Ibid, 2016:39). Along those lines, per Della Campa of Edison Green Film (2023, personal
communication), when it comes to vendors providing lighting kits rentals, it is logical that the
latter will prioritise the rentals of an existing inventory consisting of traditional luminaire assets
(e.g. bulb-based, Tungsten or Halogen lights), due to the amortised costs of acquiring them,
rather than investing in sustainable artificial lighting alternatives, such as LED. Equally, per
sustainability expert and film commissioner Tim Wagendorp of the VAF (2023 personal
communication), the reverse scenario also occurs, with productions in mainland Europe being
sold water fountains transported from the UK and even compostable cups that cannot

compost, a disservice that essentially amounts to greenwashing.

9.9.5. Facilitating Access of Inspection Bodies on Audiovisual Sets

While audits have long been a standard practice in the audiovisual sector, primarily in the form
of final cost reports prepared by a Production Accountant to meet the requirements of a
project’s financiers (Patz, 2010:433), they are arguably a fairly recent addition to assessing the
non-financial environmental performance of productions during principal photography. In this
context and according to ISO 9000:2005 (ISO, 2005: v, 16), which essentially is “a specification

about specifications” that describes the fundamentals and terminology of quality management
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systems, an “audit” is defined as a “systematic, independent and documented process for
obtaining audit evidence and evaluating it objectively to determine the extent to which audit
criteria are fulfilled”. Per Mazé et al. (2016:1-3), alongside the rise in EU requirements, both
private and public authorities introduced a number of voluntary quality assurance and labelling
regulations subject to auditing policies, with recent trends in the industrial sector indicating
that such auditable voluntary schemes are increasingly complementing mandatory regulations.
Whereas dominant sustainability norms and guidelines such as PGA’s Green Production Guide
and BAFTA's Albert are not subject to a mandatory auditing mechanism (Raciti, 2024, personal
communication), in the EU and particularly the Italian audiovisual sector, audits are an integral
part of compliance verification, leading to certification. As such, compliance verification for
sustainability performance involves facilitated access to real-time production settings by a
third-party Conformity Assessment Body [Italcert in the case of EcoMuvi (EcoMuvi, 2024f:4)] or
a Verifying Body, such as Bureau Veritas and DNV in the case of Green Film (L. Merzagora,
2023, personal communication) and further ICQM in the case of Zen2030 (L.Vecchi, 2023,

personal communication).

Per Cresto-Dina of Tempesta and Founder of EcoMuvi (2023, personal communication), audits
solidify the notion that sustainable production protocols are voluntary yet enforceable norms
and not mere recommendations, acting as mechanisms for productions to demonstrate their
reduced environmental impact as promised during their EU funding applications. As such, in
production settings overseen by EcoMuvi, a Phase One audit conducted shortly before
production wrap ensures that compliance with the protocol for certification purposes is met
(EcoMuvi, 2024f:4). Typically, the process involves a visit (or facilitated teleconference) from a
certifier-approved auditor, who assesses premises, including location sets or studios, craft and
catering stations, base camps and production offices, as well Art and Set Department labs and
storage facilities, gathering the required evidence to evaluate compliance (or lack thereof) in
accordance with the EcoMuvi protocol (C. Morlacchi, 2023, personal communication). Further,
per Morlacchi of Italcert (2023, personal communication), the evidence collected during this

visit is not meant to quantify or account for a production’s GHG footprint merely but to address

265



broader environmental benchmarks per EcoMuvi’s specification in areas such as the
management of waste, infrastructure and assets, energy development and consumption and
transportation and by extension, the production company itself from an organisation
management perspective (Ibid, 2023, personal communication). Lastly, per Chiarini (2023,
personal communication), the results and shortcomings of such an assessment are

communicated directly to the project’s producer(s).

Whereas one of the central arguments around audits is that by being “linked to a method of
feedback and motivation”, they positively drive professional development by “unmasking
areas requiring improvement” (Habiba, 2006:241) as well as innovating the governance
practices of global commodity and supply chains (Mazé et al., 2016:1), they are nevertheless
occasionally received with scepticism. Per Funnel and Wade (2012:434-435), the potential for
rivalry and conflict in auditor-auditee relationships often makes the process essentially “a
negotiation”, an escalation during which could pose a threat to the credibility of the audit
scheme essentially by questioning the auditor's ability to provide reliable, fair or useful
findings. Speaking from an auditor’s perspective, Morlacchi (2023, personal communication)
notes that Phase One Audits are often characterised by discrimination on the part of the
auditee (the production and its crew), which often signals gaps in their understanding or
commitment to the protocol and certainly a late adoption of the norm. Moreover, per
Schneider-Garcia (2023, personal communication), other setbacks include the high costs
associated with instigating the process of third-party assessment bodies, which often
discourage small-budget productions from pursuing auditable sustainable production norms

altogether.

9.9.6. Navigating Resistance to Change

Per Lonzano (2012:19), a common challenge of organisations adopting voluntary tools (e.g.

sustainability reporting schemes and certifications) and initiatives (e.g. adoption of EMSs) in
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order to address their sustainability often includes the lack of engagement with “soft” issues in
the process, such as the change in values, visions, philosophies, policies, and management
practices that such adoptions imply, which potentially might lead to resistance. Towards this
notion, Sant'Unione (2024, personal communication) notes that the work of sustainability
managers stretches beyond embedding their technical knowledge and practical expertise in
audiovisual production sets, often to include more diplomatic communicative efforts in
addressing resistance towards essentially what is perceived as a disruptive structural and
cultural change (L. Chiarini, 2023, personal communication) in productions with constantly

changing personnel (C. Morlacchi, 2023, personal communication).

For the sector’s professionals invested in sustainability, such resistance is articulated—and
expected— along several lines. For a start, Cuadros-Gonzalez (2023, personal communication)
points to an industry culture that inherently avoids both transparency and accountability for the
environmental impacts of its operations, a pattern conveniently sustained through the
performative adoption of various “green seals” on offer, schemes that often are leniently
obtained through minimal efforts, such as basic sustainability reporting. Further, Chiarini (2023,
personal communication) observes that the more seasoned (and arguably older) Italian
professionals in audiovisual sets, as “owners of their craft”, tend to perceive that craft as an
extension of their expertise and, further, their established workflows as part of “a very
traditional industry”. This is often the case for creative and artisanal departments such as Set
Design and Construction, where the sourcing of certified wood (i.e. FSC) and non-toxic paints
and varnishes (i.e. those meeting stringent EU Ecolabel criteria) are often grounds for
negotiation between the artist and the sustainability manager (lbid, 2023). As such, a mindset
of “we’ve always done it this way” (K. Astikainen, 2023, personal communication) or “if it is not
broken, why fix it?” mentality (B. Alassad, 2024, personal communication) prevails despite the
potential for improvement in efficiency or even creativity, let alone sustainability. Further,
resistance to change is also articulated through generational dynamics, with more junior crews
of professionals generally being more receptive and responsive towards organisational change,

not only in the context of sustainability and protocol compliance (L. Chiarini, 2023; E. Doxiadi,
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2023; S. Nakai, 2024; P. Manera, 2024 personal communication) but also in areas adjacent to
the social pillar of sustainability and DEI frameworks, such as working conditions, gender
balance in crew composition, and mental health on set (R. Day, 2024; R. Jones-Lee, 2024; L.
Johanssen, 2024; A. Knott, 2024; J. Neustupova, 2024, personal communication). Moreover,
resistance can also be parsed as a logistical challenge: per Raciti (2023, personal
communication), pushbacks are also expected from producers in cases where sustainability
protocols are viewed as too strict and difficult to implement in Italian production contexts,
making them perceived as both an added cost and added labour of significant complexity, to
an existing heavy, time-sensitive and budget-constrained workload (M. Cucco, 2023; V.

Jamonte, 2023; C. Lejeune, 2023; M. L. Smith, 2023, personal communication).

10. Post-Production and Other Stationary Workflows

10.1. Introduction and Scope

Broadly, post-production is an umbrella term for a variety of technical and creative tasks that
stretch beyond the assemblage of a project through editing, including the integration of film
titles, credits and motion graphics, the incorporation of music, sound effects, ADR (Automated
Dialogue Replacement; also referred to as looping), colour correction and colour grading,
dubbing and foreign audio delivery requirements (Spohr et al., 2019:21-25).

Considering the radical shifts in post-production over the last few decades, such as the
transition from analogue to digital workflows and delivery on account of cost savings, the
proliferation of NLEs (non-linear editing systems) and other technological advances (Wales,
2017: 453-454), the conversation to be had about sustainability in the Post-Production
Department predominantly revolves around digital workflows (L. Chiarini, 2024e, personal
communication). This includes shooting, editing and finishing digitally, apart from the rare
instances where a reverse film transfer (e.g. digital-to-film output) is necessitated for access to

certain global film markets and film festivals that only accept film prints for theatrical
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distribution (Patz, 2010:411); a mode of delivery implying significant chemical and material
waste given extensive handling processes such as film stock development and prints (L.

Chiarini, 2024e, personal communication).

However, from the viewpoint of a sustainability manager, such a predominantly digital
discourse expands to include other essentially stationary and lab-based workflows, such as
animation, visual effects and, to some extent, virtual production, media libraries, archives and
storage facilities, and remote collaboration tools or technology (E. Doxiadi, 2023; C. Formenti,
2023; L.Chiarini, 2024e; C.Lejeune, 2024). Of course, such an expansion should not be
mistaken for equivalence but rather understood as a framework for identifying, managing and
reporting common elements pertinent to the sustainability of such workflows. Towards this, of
particular relevance are considerations in areas such as resource use, material and electronic
waste, as well as data collection and governance, precisely because of the digital infrastructure
(e.g. studios and facilities) such workflows often share (L. Chiarini, 2024e, personal
communication) and whose challenges, as Biancarelli et al. (2023:56) observe, also characterise
in general most tertiary sector businesses. While largely outside the scope of this research, the
sustainability of building infrastructures such as studios that host post-production facilities can
be subject to certifications such as LEED (Leadership in Energy and Environmental Design) in
the US (Karakhan, 2016:2), BREEAM (Building Research Establishment Environmental
Assessment Methodology) in the UK and mainland Europe (Statista, 2024a) and is therefore
considered in the assessments and consultations of sustainability managers (see discussion on
sections 8.8.4-8.8.5), the emphasis given currently is primarily on quantifying the energy supply

that powers the machinery and hardware of stationary workflows.

10.2. The Carbon Footprint of Stationary Workflows: A Macro Perspective

As such, first and foremost, per EcoMuvi (2024f:27), an adequate sustainability performance in
stationary workflows utilises facilities that, on account of their sources of energy, promote a

renewable energy mix for at least 30 per cent of the energy they provide. This can be subject
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to green energy suppliers catering electricity to the facilities (lbid, 2024f:27) or, ideally, through
a facility’s own self-reliant renewable energy infrastructure, such as installed solar panels
mounted on roofs or walls and quieter, non-disruptive wind turbines (Albert et al., 2020: 27;
Biancarelli et al., 2023:56; EcoMuvi, 2024f:27). While a minimum threshold of 30 per cent
renewable energy mix, specific to EcoMuvi, might seem moderate, it's significance becomes
evident when considering the overall footprint of stationary workflows in terms of energy
consumption; insights towards which are offered by Grenoble-based academic and practitioner
Cedric Lejeune. A media technology engineer by trade, specialised in sustainable innovation
around digital cinema workflows and Co-Founder of Holli, Lejeune (2024, personal
communication) estimates that a visual effects artist’s carbon footprint in France averages
about 8 kilograms of CO2 equivalent per workday, which can be considered significant if
scaled across the post-production workforce of the industry globally. In breaking further down
this estimation, key contributors are attributed to workstation energy, including screens and
monitors (1.5 kilograms), air conditioning systems, central storage and other operational
equipment (3 kilograms) in tandem with Scope 3 emissions, external to the post-production
facilities, related to food (2 kilograms) and commuting to the facilities (1.5-2 kilograms) (Ibid,
2024). Further to Lejeune’s estimations, the same footprint rises up to 10-12 kilograms in coal-
dependent countries such as Poland, where 60 per cent of total electricity generation derives
from hard and lignite coal combined (Statista, 2024b) and China, which maintains the greatest
number of coal powerplants globally (Statista, 2024c). Moreover, given that budgets allocated
to post-production are relatively fixed, tasks pertinent to visual effects and animation are often
outsourced to countries like India (predominantly), where wages and facility rentals are cheaper
and coal accounts for more than 70 per cent of the country’s electricity generation (Kay, 2024).
Per Lejeune (Ibid, 2024), such solutions result in tradeoffs between cost-efficiency and
sustainability, underlying the notion that often cheaper solutions may result in bigger carbon

impacts.
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10.3. Hardware: Energy Requirements, Production and Obsolescence

A second consideration pertains to the equipment, where the energy class of hardware is
considered, with particular emphasis on technical specifications and energy-related certification
marks attesting to computational energy efficiency, such as Energy Star and EPEAT (Electronic
Product Environmental Assessment Tool) (L. Chiarini, 2024b, personal communication). Without
diverging unnecessarily into overly technical details, the “impact of post-production is
productivity” (C. Lejeune, 2024, personal communication), essentially boils down to excess
computational power and cooling infrastructure requirements of the stations used (e.g. editing
and grading suites, on-site render farms and storage systems) (L. Chiarini, 2024b, personal
communication), particularly energy intensive in the case of 3D animation facilities (Biancarelli
et al., 2023: 57). Further, while not subject to a project’s sustainability assessment (for the time
being) but rather an attempt at greening the post-production supply chain by fostering
multilateral collaboration between its various actors are the various strategies for the
repurposing of obsolete equipment and hardware. As Chiarini (2024b, personal
communication) notes, the post-production department is characterised by a rapid turnover of
electronic waste, or “e-waste” in the vernacular, which presents us with a two-fold problem: 1)
the impact of (the eventual) disposal of such devices and parts 2) on account of how they were
manufactured. In addressing the first component, per the World Health Organisation (WHO,
2024), e-waste, which includes computers, mobile phones, large household appliances, and
medical equipment, comprises one of the fastest-growing solid waste streams globally, with 62
million tonnes produced globally, a mere 22 per cent of which is only formally tracked as
collected and recycled. In our immediate context, per research conducted by the UK festival
and event industry green forum Vision: 2025 Group (Riach, 2020), in UK studio settings, LED
screens require an update on average every two years, while the average life of a laptop in the
audiovisual sector is about eight months. Such estimations are particularly problematic as
approximately 32 tonnes of electronic assets across 453 production companies and facilities

constantly wait to be replaced, eventually becoming e-waste (lbid, 2020).
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In principle, the European Union framework includes stringent sets of legislation for the
handling of waste flows, including e-waste, such as The Basel Convention of 1989 (“On the
Control of Transboundary Movements of Hazardous Wastes and Their Disposal”) and the RoHS
(Restriction of Hazardous Substances) Directive, which, launched in 2002, instigated a global
effort for the restriction hazardous substances in electronics, leading to several adoptions of
RoHS-equivalent requirements in Turkey, Ukraine, The United Arab Emirates, Brazil, China,
India and several US states, among others (Horn, 2016:1-4). However, to quote Bisschop
(2012:332), often as a result of such stringent e-waste regulations, the costs associated with
waste management, making waste a globally valued market commodity and a way “to
externalise the harm and create a distance between producers and consumers, on the one
hand, and those affected by the dumping or recycling of the products on the other”. As such, a
considerable portion of this e-waste makes its way into domestic landfills or, as eloquently
stated by Milburn (Starosielski and Walker, 2016:81), shipped “to countries with less-than-
stringent disposal regulations, [where] they add to a steady release of toxic chemicals into the
atmosphere, the oceans, and the soil”. When (illegally) shipped from mainland Europe, such
destinations include predominantly West African countries such as Nigeria, Ghana, Cameroon,
Togo Senegal, Benin, Ivory Coast, Liberia and Nigeria and Southeast Asia countries such as
Vietnam (Bisschop, 2012:230). In turn, what adds weight to such an outcome is the manner in
which certain electronic appliances have been manufactured. Per Milburn (Ibid, 2016), their
components often rely on the mining of coltan and other mineral stones through processes
that contribute to the depletion of wildlife habitats and the onset of humanitarian crises in
coltan-rich regions such as, for instance, the Democratic Republic of Congo. Further, per WHO
(2024), several other toxic substances are involved in the making of electronics: while not
harmful during their regular consumer use as appliances (or parts thereof), when disposed of,
electronics [which can take millennia to fully decompose (Gonzalez-Monserrate, 2022)]
gradually release toxicants, such as lead, especially if they are recycled through improper but

fairly common practices, such as open burning in landfills.
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As such, in addressing and partially mitigating the above concerns, Chiarini (L. Chiarini, 2024b,
personal communication) recommends looking for products or product parts that provide an
ethical Certification of Origin, in itself subject to international social and ethical audit
frameworks such as the Responsible Bussiness Alliance’s (RBA) Code of Conduct (Responsible
Business Alliance, 2024) and AccountAbility’s AA100, both of which comprise subsets of
corporate social reporting (Greenwood, 2006:2). Further, Chiarini underlines the importance of
expanding the functional lifecycle of such assets in a sector-wide manner through circular
practices such as sustainable repurposing, either as donations to animation, VFX and post-
production schools or startups that can disassemble and recondition them sustainably (L.

Chiarini, 2024b, personal communication).

10.4. Data Management and Cloud Storage

A third consideration that sustainability managers address relates to data management, which
is examined along several lines: the footprint associated with the storage and transfer of digital
data and, within that, the use of cloud storage, as well as governance integration. For a start,
EcoMuvi prioritises and awards the digital transfer of daily footage from the production to the
facilities (2024f:27) in a bid to minimise the need for travelled mileage that the physical drop-
offs of various hard drives entail, such as back-and-forth exchanges between the post-
production facility to the colourist, the audio team and dubbing services. Despite this being an
ideal scenario, digital transfers are mired with unique challenges for sustainability. As such, as a
part of a dynamic development for the EcoMuvi protocol, Chiarini (2024b, personal
communication) insists on testing and refining indicators that address the complexities of
digital transfer, such as the long-term impact of downloads and uploads facilitated by
audiovisual production. Further, she demystifies the popular notion that sees cloud storage as

Ill

“immaterial”, emphasising that it relies, in fact, on a carbon-intensive network of computers
aboard terrestrial data centres and clusters of servers (Periola et al., 2024:2). Per Pitre and

Chauviré (2022) these can either be 1) on-premise data centres owned by the user (e.g. post-
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production facility), 2) traditional data centres for which the users rent physical machines for
dedicated use or 3) cloud data centres. Moreover, per Gonzalez-Monserrate (2023), data
centres, where video and other production-related assets are stored, rely overwhelmingly on
air conditioning systems to diffuse concentrated heat away from computers, a process
underscored by a hyper-redundant setup ensuring that fail-safe systems are in place to
maintain operational continuity at all times. This process often consumes most of the energy
catered on-site, primarily supplied by diesel generators, with only 6-12 per cent of that energy

used for actual computational processes (Ibid, 2023).

Arguably, solutions concretely addressing the above would largely necessitate both
advancements in technology and top-bottom interventions. On the one hand, the ICT sector
embraces technological innovation that addresses Cloud sustainability, including proposals to
host future data centres in non-terrestrial locations such as the stratosphere, underwater, or
even in space (Periola et al., 2024:1). On the other, per Laura U. Marks (2023, personal
communication), government intervention is necessitated on two levels: national and
international. In the first instance, carbon emissions generated from data centres (and, by
extension, networks, telecoms and streaming platforms) ought to be subject to domestic
regulations, data cap usage and, further, the introduction of virtual carbon taxes. This is
particularly urgent given that ongoing well-intended corporate efforts, such as investments into
renewable energy sources, carbon-neutral or carbon-negative operations and climate pledges
of leading corporations, such as Microsoft, Google Cloud and Amazon Web Services, fail to
achieve “a sustainable reduction of their emissions in absolute terms” (Pitre and Chauviré,
2022). Subsequently, even if sufficiently implemented, such a regulatory framework should be
imposed in a globalised market, as in the context of digital distribution and streaming,
consumers could circumvent national regulations related to data caps by accessing services
from other countries through, for instance, the use of virtual private networks (VPNs) (L. U.
Marks, 2023, personal communication). As such, in tandem with domestic-international
regulations, a virtually applied carbon tax would further motivate the optimisers (e.g. owners of

data centres, server farms or streaming platforms) to reduce their carbon footprint in order to
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avoid a penalty (Moghaddam and Cheriet, 2017: 12). However, as Marks (2023, personal
communication) speculates, such solutions could inadvertently lead to higher service costs,
affecting consumer demand, while providing competitors with an edge in a highly-competitive

market; arguably disincentivising factors for a sufficient buy-in.

10.5. Company-Embedded Governance Strategies in Sustainability and DEI

As such, issues related to energy consumption and digital storage, subject to technological-
infrastructural changes and robust regulation, constitute areas that are beyond the immediate
control of post-production facilities or, for that matter, sustainability managers. However,
bottom-up interventions are feasible and, therefore, optionable and pursuable, and, per
Chiarini (2024b, personal communication), subject to effective governance practices at the
organisational level, aiming to ensure transparency and accountability in the collection of post-
production data. Broadly and in a sector-agnostic context, per Du Plessis et al. (as quoted in
Naciti et al., 2021:56), corporate governance is “a set of rules and organisational structures that
are the basis for correct business operation, understood as [a] compensation for the interests—
sometimes divergent—of stakeholders”. Within the word “correct” lies the notion of “good
governance”, which Keping (2017:6-7) break down into a framework of six essential functions:
1) legitimacy (voluntary recognition of authority); 2) transparency (access and participation of
the public to “political” information duly communicated), 3) accountability (keeping people
and institutions responsible for fulfilling duties and obligations, pertinent to the positions they
hold), 4) the rule of law (a sound legal system that prioritises equality before the law), 5)
responsiveness (the notion that public administrative authorities and bodies must respond to
the demands of citizens, in a timely and proactive manner) and 6) effectiveness (rational,
scientifically-designed and flexible administrative structures, procedures and activities,
delivered with minimised costs). Whereas the above principles are concerned with

sustainability governance on a macro-systemic level, per Chiarini (2024b, personal
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communication), in the microcosm of post-production, they can be articulated across short-

term and long-term interventions, with a specific focus on transparency and accountability.

In the first instance, short-term governance strategies that would be necessitated are
monitoring and transparency in the process of data collection from post-production, VFX and
animation facilities. Per Christina Formenti (2023, personal communication), a Udine-based
academic researcher, president of the Society for Animation Studies and council member of
the Visible Evidence documentary group, particularly in the case of animation, such data often
go underreported and, for that matter, under-researched. This is due mainly to the absence of
established protocols or indicators specific to sustainable animation production — though
some are in development (L. Chiarini, 2024b, personal communication), a gap that persists
despite the Italian Ministry of Culture’s 5-point incentive offered to sustainable animation
projects (Ibid, 2024b). In the second instance, studio organisations and post-production
facilities will have to consider a gradual, non-disruptive infrastructural shift powered by more
sustainable energy sources, alongside identifying, developing and incorporating criteria and
indicators as diverse to include elements from ethically sourced hardware to DEI policies. In the
case of the latter, first and foremost, Chiarini emphasises the inclusion of a disabled workforce.
Various studies find that disabled professionals in UK audiovisual production are often
underemployed, with 1.9 per cent of the total workforce identifying as blind or visually
impaired and 8.7 per cent as deaf or hard of hearing (Creative Diversity Network, 2024:19), 6.9
per cent of which assuming a post-production role in 2023 (Ibid, 2024:19). Further, disable
professionals can be targets of negative or discriminatory attitudes (Tidball and Bunting,
2021:34) and often subject to a “ghettoisation of roles”, with their skills utilised solely on the
creation of deaf content and programming (Jones & Tomsett, 2024:2). This situation is
predicted to improve, with leading industry player in UK’s sector embracing co-creation
governance models to address the inclusion of disabled workforce, as well as its inclusion in
sustainable production norms such as BAFTA Albert (T. Motye, 2023, personal communication;
see discussion in section 3.2.4.) To that effect, similar governance is necessitated in Italy, where

the conversation to be had about disability inclusion is largely absent in the audiovisual sector
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and more pronounced in the theatre and performing arts circuit, thanks to the advocacy and
efforts of cultural associations such as the Parma-based Lenz Foundation (Lenz Fondazione).
Per the Foundation’s promoter and producer Alessandro Conti’s (2023, personal
communication) observations, besides the advocacy of leading outspoken artists with
disabilities and Italy’s participation in EU projects such as Creative Europe’s Europe Beyond
Access, the cultural sector in Italy often approaches disability—particularly mental disabilities

and intellectual challenges—with a paternalistic attitude.

11. Sustainability Reporting

Per Afolabi et al. (2022:5), sustainability reporting has been defined as “the disclosure of non-
financial aspects of a company’s performance that are not captured within the mainstream of
financial reporting to their stakeholders”. In turn, per GRI Chairman Eric Hespenheide (Segal,
2020), such information is critical to inform decisions for a company’s stakeholders, which,
among others, range from its employees to policymakers and from customers to investors;
notwithstanding that the internal accountability and external scrutiny that the practice of
sustainability reporting entails may incentivise companies to improve their performance
(Allison-Hope, 2016:3). According to Hahn and Kiihner (2013:6), the initial starting point for any
approaches towards sustainability and other CSR-related reporting ties directly back to the
normative concepts that underscore both sustainability and CSR. In the first instance,
sustainability emphasises the concepts of 1) the Tripple Bottom Line, 2) Intra- and inter-
generational justice and 3) how these two are expressed through short-, long- and longer-term
perspectives, overlapping with CSR in the latter's emphasis on ethical behaviour and corporate
accountability. As such, this corporate accountability sees the organisation undergoing an
internal performance measurement along economic, environmental and social lines, a process
known as sustainability accounting, through the use of indicator-based metrics, standards and
methodologies. Such a review is then communicated to the organisation’s external

stakeholders (that, for instance, may include the public, suppliers, investors and governments)
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through either 1) isolated reports that address only one dimension (e.g. environmental or
social), 2) specialised reports (addressing any two dimensions) and 3) integrated reports that
cover all three aspects, thus presenting a more holistic view (Ibid, 2013:7). Per Larrinaga and
Bebbington (2021:162-163), producing a sustainability report comprises a standard business
practice at least for large companies nowadays, notwithstanding the fact that such reports
remain voluntary; an approach institutionalised (and, arguably homogenised) through the use

of established reporting standards such as those proposed by the GRI in the late 1990s.

Per Chiarini and Khedachi (2019), however, while the same characteristics would theoretically
apply to the sustainability reporting for the audiovisual sector globally, in practice, they
diverge in several key ways: 1) as a project-based industry and owning to its flexible, dynamic
and unpredictable non-standardised routines, the audiovisual sector, poses significant
challenges for sustainability reporting. Further, such challenges occur in a landscape
characterised by 2) the absence of cohesive, uniform and standardised reporting standards and
3) diverse internal and external stakeholders with different interests and expectations that such
reporting has to meet (Ibid, 2019:9, 11, 19). Moreover, Chiarini and Khedarchi (2019:8) note
that, given the voluntary nature of sustainability reporting, a defining feature for quality, in-
depth and impactful reporting is institutional and regulatory force. As an example, while this
has been historically the case for corporate sustainability reporting, which essentially
transitioned from a mere environmental reporting framework in the 1980s to a more holistic
market mechanism in the 1990s through interventions made by the European Commission
(Larrinaga and Bebbington, 2021:176), and the more recent addition of strict environmental
reporting regulations such as Directive 2014/95 of the European Union, the same cannot be
said for the audiovisual sector, whose “strong turnover of material and human resources” often
place its reporting practice outside the scope of such frameworks (Chiarini and Khedachi,
2019:9). In particular, the Directive 2014/95/EU does not apply to the audiovisual sector, as its
scope is limited to big companies and corporations, and evenin those cases its provisions are
not always translated into national regulation, reducing it essentially into a (de facto) directive

rather than [an] administrative reinforcement” (Ibid, 2019:43). As such,in addition to the largely
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voluntary and unstructured nature of such efforts, sustainability managers are presented with a
unique set of challenges related to 1) the process of compiling sustainability reports itself,
followed by issues related to the 2) transparency of production data, 3) the use of carbon

calculators and the (often complex) 4) interoperability of reporting structures.

11.1. The Mechanisms of Sustainability Reporting

Per Chiarini (2023a, personal communication), sustainability reporting is a document-driven
process, where administrative and production data from every production department (e.g. set
design, costume and wardrobe, transportation) are thoroughly processed as supporting
evidence towards the certification of an audiovisual project (EcoMuvi, 2024f:19). Such
documents are then matched to a production’s daily call sheets, shooting schedules, transport
plans and other production notes pertinent to the “materiality” of the project (M.L. Smith,
2023; C. Lejeune, 2024, personal communications) and processed in accordance with
established reporting standards and sector-specific indicators and benchmarks, with particular
reference to ISO 20121 (Sustainable event management systems - requirements and guidance
for use) (L.Chiarini, 2023a; R. Cremonesi, 2024; G. Dellacampa, 2024; personal
communication) and further (in the case of EcoMuvi), the GRI, the IFS Food Standard (and
other norms related to fairtrade food and texile standards), the European Sustainability
Reporting Standards (ESRS) the British BS 8909 and DEFRA, and the Italian UNI PDR 99
(emissions compensation and carbon credit generation) (EcoMuvi, 2024f:33; L.Chiarini, 20233,
personal communication). Once processed, triangulated and verified, such data are then
approximated to emission factors (such as GHG and CO2-equivalent metrics), accounting for
both the total and (department or resource) specific carbon footprint of a project through the
use of dedicated carbon calculators. A similar output can also be requested as an estimate

before principal photography starts, subject to the commissioning of audiovisual projects

(Ecoprod, 2017:8; BAFTA Albert, 2021:2; Arbeitskreis »Green Shooting«, 2021:4).
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Subsequently, once such information is consolidated it can be then presented as a cogent case
for assessment to the certifying authority (C. Morlacchi, 2023, personal communication)

(EcoMuvi, 2024f:19).

11.2. Transparency of Production Data

According to Fung et al. (2007:2, 6), the idea of a targeted transparency policy is not just that
“the public deserves better information” in order to make more informed choices for safer,
healthier and better quality goods and services through financial and non-financial disclosures
(including sustainability reporting), but also that such information can initiate “a chain reaction
of new incentives”, where organisations improve practices, services and products while
reducing risk. However, in our immediate context, where a full disclosure in the collection of
accurate and quality data for reporting purposes is necessitated, this condition is not often
met. Per Rome-based producer and Head of Studies at Green Film Lab Giovanni Pompilli ’s
(2023, personal communication) observation, transparency is not achieved due to two main
reasons: 1) either data requested for certification purposes are deliberately concealed from the
production or sustainability managers, or 2) they are simply unavailable due to insufficient data

collection.

In the first instance, per observations made by Flanigan (2002:74-76, 89), from a US legal
perspective, full disclosures might be avoided on the part of the producer(s) or studio in order
to mitigate the risk of increased liability. As Flanigan posits, if a relevant production note
(articulated as an “Environmental Impact Statement”) is prepared and highlights the risk of
potential damage to the environment or community where the shooting occurs, it can be used
as evidence in court to establish a case of negligence or breach of permit requirements
granted by relevant authorities, if the mitigating actions proposed by the production company
are not followed, notwithstanding the potential negative publicity from protesting

environmental action groups. Similarly, as Cuadros-Gonzalez (2023, personal communication)
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points out, even in cases where a production’s adequate preventive (e.g. through sustainability
planning and environmental impact assessments) and mitigative (e.g. through carbon offsets)
actions eventually lead to a project’s certification producers are reluctant to disclose to the
public or press what such a certification entails in terms of impact achieved or avoided. Per
observations made by the British Film Institute (2020:21), this is particularly the case for US
productions, where PGA's Green Production tools (PEACH, PEAR and PLUM) are widely
utilised, but collected data pertinent to emissions and environmental impact are not shared or
aggregated to create a complete picture. Moreover, as Véronique Pevtschin of the Greenshot
(2024, personal communication) argues, the undisclosed nature of production data pertinent to
sustainability may also stem from sustainability managers themselves. This is because project-
specific methodologies, research, planning and ultimately innovative approaches to
sustainability comprise an intellectual property (IP) belonging to the sustainability manager or
consultancy. Such an argument is also echoed by Vecchi of Zen2030 (Nausica Cinema Durable,
2023) on account of disclosing green suppliers’ lists and contacts: whereas these are freely
provided to productions working with Zen2030, the challenge would be to share such
information with the general public, given that the viability of the consultancy’s business model

currently depends on keeping such resources exclusive.

In the second instance, the challenge of transparency that arises from insufficient production
data is often attributed to constraints such as limited time and resources in production settings.
Per Fessenden (2024, personal communication), in low-budget production contexts, even the
best intentions or aspirational goals towards sustainability might fall short due to the
competing priority of delivering the project on time and on budget. Consequently, unless
sustainability managers are present to monitor and collect such data consistently throughout
the shoot (Vecchi, 2023, personal communication), such tasks are usually assigned to
production assistants rather than fully-fledged sustainability managers (A. Knott, 2023, personal
communication). As a result, such a strategy can potentially lead to oversights in data collection

on account that it lacks the skillset of a dedicated sustainability manager, who constantly
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engages in a feedback loop with production departments and other stakeholders, saving time
and ensuring consistency in data collection (J. Sandoval, 2023; L. Vecchi, 2023, personal

communication).

11.3. The Use of Carbon Calculators

As Jetter (2020: I1l) observes, the use of carbon calculators has evolved into a de facto tool for
the quantification and accounting of GHG emissions in film and TV productions. Carbon
calculators are situated in the broader context of eco-feedback design (Aichholzer et el.,
2012:86); in itself is a strategic framework that aims to encourage sustainable behaviour by
making users, such as individuals, households and organisations, aware of their resource
consumption, fostering “feelings of sympathy or responsibility for the environment” (Bao et al.,
2016:1). Per Birnik (2013:282) this is achieved by establishing a direct link between a user’s self-
reported or surveilled activities (e.g. power consumption in kilowatt-hours and kilometres
travelled), and (their corresponding, quantified) emissions, relating such data to the
consumption of fossil fuels (such as diesel) used to generate electricity, heating and mobility of
vehicles. As such, in the context of a broader, sector-agnostic green transition, the intended
effect is a stimulated “rethinking of habits” for the users (Aichholzer et el., 2012:86),
simultaneously engaging policymakers and local authority planners towards data-driven
optimal strategies advancing the cause of decarbonisation (Morgan et al., 2021:1). However
per Morgan et al. (Ibid, 2021), the rationale and methodology of calculating the emissions of
individuals or organisations fail to recognise that such users’ choices in consumption, are
“constrained by a host of contextual factors”, which may differ significantly depending on
location. As such, as Padget et al. (2008: 106-107, 113) warn, carbon calculators are marked by
inconsistencies in their emissions outputs, which can vary as several metric tons per annum
when accounting for individual activities, a limitation that, given their central role in carbon
emission reduction may indeed misinform relevant strategies. Moreover, per Birnik (2013:293),

a greater debate dominates the discourse around carbon calculators regarding which
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greenhouse gases should be included in the design of a calculator. Towards this, opinions
range from focusing exclusively on carbon dioxide (CO2) emissions to incorporating all GHG
emissions covered under the Kyoto Protocol, such as carbon dioxide (CO,), methane (CH,),
nitrous oxide (N,O), perfluorocarbons (PFCs), hydrofluorocarbons (HFCs) and sulphur
hexafluoride (SF¢) into a single calculator (Ibid, 2013)

Such issues and limitations resonate deeply in our immediate context, the audiovisual sector.
Indicatively, per Jetter's (2020) extensive research, while most sector-specific calculators
examined (indicatively, PGA’s PEAR, BAFTA's Albert, Ecoprod’s Carbon Clap and VAF's now
defunct E-mission) allow for data recording pertinent to energy consumption, 1) not every
calculator considers the origin of its emission sources, 2) or thoroughly accounts for methods of
transport, omitting train, public and ship transport or specific types of air travel such as
helicopters and private jets. Further, in taking stock of 3) accommodation, not all calculators
consider hotel classes or alternatives such as flats and houses, nor do they thoroughly account
for 4) data related to different types of waste and related disposal options. Moreover, they
often do not thoroughly account for 5) detailed catering information such as menu and
ingredients and, in some instances, exclude such data entirely, while only 6) examining

emissions from post-productions marginally (Ibid: 2020:28-33).

Thus, consistent with Jetter’s (Ibid, 2020:11l) conclusion that a carbon calculator alone “cannot
be the only [referential] instrument to produce film and television in a sustainable way”,
sustainability managers navigate such disparities in a variety of ways. For Russian sustainability
manager Koshirenko (2023, personal communication), such limitations can often be
compensated through 1) cross-referencing outputs from multiple sector-related carbon
calculators to triangulate more accurate estimates. Further, per Wagendorp (2023, personal
communication), 2) European average emission factors can effectively address many reporting
aspects for productions taking place in mainland Europe, apart from energy. However,
regional-specific details must be considered in the case of energy consumption, as its

production varies significantly between European regions. As an example, Wagendorp
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highlights that one unit of carbon per kilowatt hour in Poland equates to a mere 0.4 units in

Norway, making thus the use of emission averages misleading.

Moreover, according to EcoMuvi’s reporting methodology(2024£:30), 3) in cases where the
calculation of emissions is hindered by insufficient, untraceable or absent primary data from the
production itself, secondary data should be utilised as supporting information wherever
possible to fill that gap in the carbon calculator. Primary data here refers to source-specific
information such as consumer diesel (in litres and per hour) and invoices detailing exact energy
usage, while secondary data implies information from related but less detailed sources, such as
runtime hours of vehicle or equipment usage, which would require additional calculations and
interpretations on the part of the sustainability manager. Per EcoMuvi’'s methodology,
secondary data are acceptable only if substantiated by documentation provided by the

production or its suppliers (L. Chiarini, 2024h, personal communication).

11.4 Interoperability of Reporting Structures

For Cooper and Michelon (2021:14), a common issue in the practice of sustainability reporting
is the plethora of reporting standards and frameworks. In terms of their disclosure
requirements, per Prigge and Wilke (2020) such sustainability reporting norms include the GRI
(Global Reporting Initiative), which focuses on economic, environmental and social impact
disclosures; the SASB (Sustainability Accounting Standards Board), whose disclosures regard
the environment, social capital, human capital, business model, leadership, governance and
innovation; the more climate impact-oriented TCFD (Taskforce on Climate-related Financial
Disclosures) which promotes disclosures based on an organisation’s governance, strategies and
targets, as well as risk management and climate metrics; the CDP (Carbon Disclosure Project)
focusing solely on an organisation’s impact on climate change, forests and water security; and
the B-Corp, whose broad range of factors include employee and supply chain diversity and
gender equity, in creating value local economies and the environment. The latest acronym

addition to this long list includes the legally enforced CSRD, the Corporate Social Reporting
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Directive. Conceived in accordance with the guidelines of the 2017 European Non-Financial
Reporting Directive that suggested minimum disclosures on environmental, social and
employee matters and respect for human rights as well as anti-corruption and bribery matters
(Cooper and Michelon, 2021:12), the CSRD requires companies —whether large or listed
SMEs—with more than 250 employees to report in accordance to more detailed requirements,
particularly in the case of sustainability risk as well as environmental and social impacts
(Searoutes, 2023; European Commission, 2024b). Adding volume to the uncertainty of what
has largely (and humorously) been considered an “alphabet soup” (Financial Times, 2020), this
proliferation of acronyms and reporting norms, as Allison-Hope (2016:8) argues, appears both
confusing and conflicting for sustainability practitioners on account of countless pages of
guidance that are constantly updated and revised. In addition, per Gutterman (2021:3),
whereas some organisations limit their disclosures to their bare minimum (e.g. regulatory
requirements, such as those of the CSRD), others, on account of increased attention from
investors and to satisfy the requirements of different stakeholders, demonstrate their

commitment to ESG by adopting two or more reporting standards.

The above facts are both reflected in and occasionally intersect with the audiovisual industry in
two significant ways. In the first instance, the audiovisual sector mirrors the plethora of
sustainability reporting structures through its proliferation of sustainable production protocols
and certification schemes. Where this becomes problematic in terms of added workload for
productions and their sustainability managers is in the context of co-production funding, where
productions often have to navigate multiple reporting structures, each of which may be related
to specific regional (e.g. film commissions) or national (e.g. tax credit) funding requirements. As
an example, for a French-German-Italian co-production, publicly funded by regional funds from
all three countries, the sustainability manager has to navigate and fulfil requirements from
different norms subject to the specific fund accessed. While in France, this involves adhering to
the Ecoprod protocol and providing carbon estimates using the Carbon Clap calculator.
Respectively, while in Germany, the co-production has to comply with the Green Shooting

Card and work its carbon estimates with KlimAktiv's Green Shooting calculator. In turn, while in
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ltaly, any of the several voluntary Italian norms on offer, some working independently across
the country (Edison Green Movie, EcoMuvi, Green Ciak and Zen2030) while others are tied to
regional film commission funding (Sardegna Film Commission’s Green Shooting Guide,
Trentino Film Commission’s Green Film and IDM Sudtirol’s, Green Shooting Certificate
guidelines (L. Giuliani, 2023; N. Satta, 2023, personal communication). This scenario also
expands to include sustainability norms such as those mandated by subsidiaries of international
broadcasters present in Italy, such as the compulsory use of BAFTA’s Albert calculator and
subsequent Albert certification for all Sky Studios Italia productions (G. Raciti, 2024, personal
communication). Simultaneously, it also includes meeting the requirements of streamers, where
Amazon Studios Italia productions have to commit to the use of the US Green Production
Guide's PEACH and PEAR mandated by the main entity, US-based Amazon Studios (B. Belli,

2024, personal communication).

In the second instance, the audiovisual sector intersects directly with the wider sustainability
reporting discourse through the recent and obligatory addition of the aforementioned CSRD.
As Chiarini (20249, personal communication) highlights, CSRD as a legal EU mandate —in
effect as of 2024— has turned sustainability from a mere “competitive advantage” into legal
compliance, marking a shift in the priorities of senior executives and legal consultants related
to the audiovisual sector in Italy and across Europe. Per Chiarini’s observations, enterprises
whose major activities revolve around the production of film and TV projects currently have to
report upon their production-related operation or face fines, something towards which
independent third-party accredited certification schemes will be key, on account of their
robust, verifiable data collection methodologies and thorough supply chain reporting. Further,
per Schneider-Garcia's (2023, personal communication) insights, production companies not
currently obliged to comply with CSRD requirements may still find themselves compelled to
do so due to a growing stakeholder-driven trend where supply chain partners subject to CSRD
in order to meet their own sustainability goals and criteria, impose similar reporting demands
even on smaller production enterprises. Per Pevtschin of the Greenshot (2024 personal

communication), this is particularly the case for digital corporate advertisements, which, as
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externally purchased services, are classified as Scope 3 emissions and, therefore, have to be
included in an organisation’s annual CSRD reporting. Moreover, per Chiarini’s overall
projections, such a shift will potentially affect existing sector sustainability norms, particularly
sustainable production protocols that rely on self-assessment, self-certification or non-
accredited certification processes (2024g, personal communication). In addition, as per Cedric
Lejeune (2023 personal communication), despite the CSRD’s potentially disruptive nature,
properly communicating its varying levels of precision and regulation compliance to Europe’s
audiovisual sectors could foster both a harmonisation of existing reporting structures as well as

advancing the sector’s growing awareness around its sustainability issues.

11.5 Digital Solutions in Reporting

Despite its inherent challenges, navigating all of the above is a common occurrence when
reporting on an audiovisual project’s sustainability. Per Chiarini (20249, personal
communication), the standard approach includes leveraging the common baseline criteria (e.g.
in areas such as energy, transportation, accommodation, resources and waste) found in most
protocols, guidelines and checklists that are promoted or mandated by regional film
commissions or municipal authorities, ensuring that sustainability monitoring, data collection
and ultimately reporting fulfils the requirements of all different parties. Similarly, from a
funder’s perspective, the challenge of interoperability is also addressed pragmatically. As
Thierry Hugot (2023, personal communication) of the European cinema support fund
Eurimages argues, manually aggregating data resulting from an Italian-French co-production’s
sustainability reports — e.g. data derived from Green Film or EcoMuvi and Ecoprod,
respectively— serves little if that data process can be automated. As an example, Hugot draws
a parallel between sustainability calculators and Movie Magic, a film production budgeting tool

that allows for seamless data conversion between various budget reporting models, adapting,
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for example, a US-tentpole budget template into HBO format and then seamlessly converting

the same values into a French-specific Canal Plus template.

To that effect, one such available solution is the Belgian sustainable production management
platform, The Greenshot. Created in 2018 and launched in 2021 by Co-CEO Max Hermans,
The Greenshot provides a 360-degree service in three key areas: budget, planning and
sustainability. In budget management, the platform offers streamlined financial operations that,
in addition to accounting and payroll, extend to include expense tracking, purchase orders and
the handling of invoices. In team and project planning, centralised tools cover scheduling,
talent management and team communication, while in sustainability, the platform allows for
real-time carbon tracking, automated data collection and full integration with regional EU
reporting and certification requirements for Trentino Film Commission’s Green Film, Ecoprod
Label and the Carbon Clap calculator, the Belgian tax shelter and the francophone Belgian
Wallimage, in addition to meeting the requirements of US industry standards such the Green
Production Guide and those of the CSRD (The Greenshot, n.d.a; n.d.b; n.d.c; n.d.e). This
holistic function has arguably addressed a critical gap in the sector, as evidenced by The
Greenshot's adoption by major players such as Apple TV Plus, Marvel Studios, Paramount, Max
Originals, and Amazon Prime Video (Ibid, n.d.f). Per Véronique Pevtschin (2024, personal
communication), Co-CEO of The Greenshot, the platform’s advantage lies in the effortless
digitisation of every aspect of production management, which, owing to its built-in OCR
(Optical Character Recognition) technology and Al features is able to automate and categorise
the extraction of data from invoices, integrating them into carbon calculators, which are
continuously updated with every new input to reflect the most accurate status of a production’s
emissions. Such accuracy is also at the heart of the platform’s reporting capabilities: per
Pevtschin, upon the completion of a recent undisclosed eight-episode TV series, the platform
digitised and processed about 6,000 production documents, generating a total of 50,000 data
points for reporting purposes, limiting thus manual work for both production accountants and

sustainability managers.
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12. Certification

12.1 Introduction

Broadly speaking, certification can be seen as the culmination and cornerstone of an
organisation’s previous efforts, initiatives and activities related to sustainability. However, this
can be a reductive understanding if presented without acknowledging the semantic nuances
behind the term “certification” itself and, ultimately, the complexities of the process. To begin
with, according to Mori Junior et al. (2016:580-581), certification schemes “are processes by
which products or services are produced and provided according to predetermined
standards”. In principle, such processes are assessed against the established standards, where,
if successful, a certification or label is then awarded, making the claim that the certified product
or service meets those standards (Ibid, 2016). However, as Waldrop et al. (2017:1) note, such
claims are typically classified as “credence-good attributes”, meaning that they are
“unobservable” by the consumer, either on account that it is impossible or too expensive for
the consumer to verify the authenticity of such claims, leading them to accept such claims at
face value (Hietala, 2024). Within that, as Hietala (Ibid, 2024) points out, the methodologies
that make those claims credible differ vastly, given that not only do different industries
generate different carbon emissions but also have different assumptions of how such emissions
can be quantified and, indeed, be accounted for, particularly with regards to Scope 3

emissions.

Further to this, initiating a certification process is a costly endeavour, particularly for small and
medium enterprises (SMEs), who lack the money to “adjust to the new business realities”
(Klapper and Beinker, 2017). Beyond the costs associated with the process itself— which
includes labour-intensive data gathering and compliance audits— in many instances, the
process also involves investing in new equipment or infrastructure to meet the environmental
standards required for achieving the certification (Ibid, 2017). Contributing insights from a

financial perspective, Anastasia Giakoumelou (2023, personal communication), a Professor of
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Corporate Finance at Ca’ Foscari University in Venice and Bocconi University in Milan, posits
that the overall lack of standardisation in certification, coupled with the financial barriers to
obtaining it has led to a fragmented landscape where a hybrid model of certification dominates
current practices. This hybridity, Giakoumelou argues, consists of independent, third-party
certifications, which, on account of their considerable expenses, are accessible only for “big
players” (e.g. banks and multinational corporations), leaving SMEs essentially to self-declare or
self-certify. Further to Giakoumelou’s understanding, whereas third-party certifications operate
like credit ratings, meaning that they shift the burden of assessment from internal stakeholders
(the company) to external entities (the certifiers), self-certifications who lack specific liabilities
and external checks can result in false, inaccurate or incomplete claims (Ibid, 2023). In addition,
according to Chung and Park’s (2022:2-3) observations about US Fairtrade certification
schemes, a trade-off between market expansion and certification standards is evident, whereby
Fairtrade certifiers often lower their certification standards in order to make their certification

model more accessible (and potentially more affordable) to farmers.

While not providing a complete picture of the general certification landscape, the points above
draw notable parallels with the state of sustainability certifications in the audiovisual sector
globally. Towards this, and as discussed over the course of this study, it is evident that sector-
specific certifications differ significantly in terms of their 1) methodological rigour and flexibility
and 2) semantic distinctions pertinent to certification entities and sector-specific standards,
while they converge in their 3) underutilisation of certification marks as marketing assets within
film promotions and press kits. Ultimately, these distinctions prompt us to ask the following
critical question: Should sustainability efforts in audiovisual production settings be evaluated

based on their intentions, measurable outcomes or through the certifications they attain?
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12.2 Methodological Rigour and Flexibility

In the first instance, it is generally accepted that for mainland Europe, the German Ecological
Minimum Standards for Film and TV, as well as the Austrian Ecolabel, comprise the most rigid
and demanding frameworks on account that their compliance, verification, and, subsequently,
certification are mandatory, subject to public funding (R. Fritsche, 2024; S. Geronimaki, 2024;
G. Raciti, 2024; personal communication). Conversely, Trentino’s Green Film is widely regarded
as the more lenient, user-friendly, voluntary-compliant approach, providing accessibility for
entry-level producers (B. Belli, 2024; S. Geronimaki, 2024, personal communication) and
supporting audiovisual sectors that, despite their limited infrastructure and resources, begin
their journey towards sustainability in production settings, such as for instance the audiovisual
sector of Greece (S. Geronimaki, 2024). Further, while all sustainable production protocols are
widely aligned with global climate goals and are, in some instances, further informed by wider
sustainability discourses such as the UN SDGs—that is, by incorporating concepts of social
justice and equity alongside their environmental scope —the methodologies underpinning
their corresponding certifications are often subject to criticism within the sector. Per Kaapa
(2018: 82), in the case of the US-driven Green Production Guide's Green Seal certification, such
criticism largely stems from the absence of cross-border agreements and standardised
measures to ensure the accuracy of calculated emissions, which can seen as a discrepancy in
certain European and Latin American production contexts (N. Cuadros-Gonzalez, 2023; M. L.

Smith, 2023; B. Belli, 2024).

12.3 Certification Entities, Standards and Semantic Boundaries

In the second instance, tension can be observed between the semantics surrounding the
concepts of certification, the object that is intended for certification and the certifying entity. As
an example, when considering ICQM-issued certifications on behalf of Groenlandia S.r.I.

(ICQM, 2023; Ibid, 2024b) and Buddy Films S.r.I. (Ibid,2024a) productions adhering to the
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Zen2030 protocol, it becomes evident that the certification issued verifies the GHG emissions
quantification, monitoring and reporting in accordance with the internationally recognised
norm ISO 14064-1:2019, in addition to verifying the total offset of such projects through the
purchase of carbon credits. While more of a semantic distinction, this suggests that while the
Zen Protocol promotes a holistic lifecycle approach encompassing multiple dimensions of
environmental sustainability on the audiovisual sets it oversees (see discussion in section 8.8),
the ISO 14064 framework that supports its certification is fully focused on a single dimension,
unlike other norms found in the ISO 14000 (“Environmental Management”) family of standards,
such as the ISO 14001 (“Environmental Management Systems”) which accounts for more areas

such as pollution control, waste management and resource efficiency (ISO, n.d.).

Next, examining the notion of “authority” in certification further complements and substantially
extends our discussion on the current state of sector-specific certifications. In the European
context, certification bodies, along with inspection, validation and verification bodies,
laboratories, and proficiency testing providers, are exclusively accredited by the European
Cooperation for Accreditation (EA, henceforward). A not-for-profit association registered in the
Netherlands, EA has been officially designated by the European Commission under Regulation
(EC) No 765/2008 to develop and uphold a multilateral and mutual recognition agreement
(MLA), ensuring the presence of a harmonising accreditation framework that covers countries of
the European Union, as well as members of European Free Trade Association (EFTA) (European
Accreditation, n.d.). Considering the case of Italy, the only national accreditation body
signatory to the EA MLA framework is Accredia (Ibid, n.d.b), which, appointed by the Italian
government, operates under the strict regulatory oversight of the Ministry of Enterprises
(Ministero delle Imprese) and Made in Italy. As per Renato Cremonesi (2024, personal
communication), the monopoly and rigidity of this system effectively render certifications, such
as those offered by Green Ciak and Green Film (and arguably most sector-specific protocol
norms), as essentially self-certifications. Exceptions to this include the EcoMuvi protocol, which,
as of 2022, became an Accredia-accredited proprietary scheme (C. Morlacchi, 2023, personal

communication), and technically, the BSI 8909 (“Standard for Specification for a Sustainability
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Management System for Film”) developed by the British Standard Institute, which, while not
subject to an EA MLA accreditation, owing to its long-standing reputation and credibility, is
subject to various global multilateral agreements, spanning Europe, the US and China (BSI

Group, n.d.).

Of course, the argument that widely accepted sector-specific norms might, in fact, function as
either partial- or self-certifications doesn’t necessarily undermine their purpose, utility or,
indeed, buy-in and adoption in audiovisual production settings. For instance, the Green Film
rating system, whose certification marks are issued by territorial body Trentino Sviluppo
S.p.A.— an in-house entity of the Autonomous Province of Trento (Trentino Sviluppo, n.d.)
that currently is not Accredia-accredited— has gained notable popularity, with an adoption
exceeding the numerous ltalian film commissions that endorse it, to include countries such as
Belgium, Spain, Denmark, Iceland, and Greece. Equally, the Albert certification that is issued
by Albert, a non-EA MLA accredited body that self-describes itself as “a screen industry
organisation for environmental sustainability” (Albert, n.d.), has emerged as the leading
industry standard for the UK, mandatory for use within the BBC, ITV, Channel 4, UKTV, Sky, and
Netflix (Biancarelli et al., 2023:33), while it is additionally recognised as a valid output by the
Italian Ministry of Culture and regional film commissions in meeting established funding
conditions for project applicants (L. Chiarini, 2024e, personal communication). Similarly, the
US-based Green Seal, while not an accredited certification scheme in the way that ISO is, is
nevertheless awarded by the Environmental Media Association for (primarily) high-end
productions that comply with the Green Production Guide and is further used by the US
Federal Government, numerous State governments and other US civic and environmental
organisations (Green Seal, n.d.). Instead, what the above arguments suggest is that currently,
(non-accredited) certification frameworks, in whatever form they take, are precisely and
decidedly industry-led, bottom-up responses to regulatory gaps operating at the national or
EU level (C. Formenti, 2023; M. Gisotti, 2024; personal communication); serving either as

sustainable solutions or strategic opportunities for productions to access public financing,

293



particularly in the case of Italy (M. Cucco, 2023; G. Della Campa, 2024; personal

communication).

12.4 From End Credits to Impact: Rethinking Sustainability Certification Marks

As a general principle, once sustainability reporting is submitted to the issuing certifying
authority, which, as discussed, can either be an independent, third-party certification body or
the protocol provider itself (e.g. self-certification) and is successfully verified and evaluated, a
certification mark is issued. This mark, which, by any other name, is referred to as a “badge”,
“seal”, "logo”, or “label”, can then be leveraged by the certified project to its advantage,
prominently displayed in end credits, film marketing, press kits and conferences, as well as
accompanying featurettes such as short, behind-the-scenes documentaries highlighting
sustainability efforts during production (Albert, 2023c; Green Film, 2023a; Environmental
Media Association, 2024; EcoMuvi, 2024f:14). However, while, to quote Chiarini and Khedachi
(2019:34) “legitimacy seems to be gained by the simple recognition of a “green logo”
provided by any certification”, in practice this achievement is often reduced to nothing more
than logo displays on end credits and, as Sandoval (2023, personal communication) saliently
asks, “how many people [actually] watch the credits?”. Per academic Cristina Formenti’s (2023,
personal communication) observations, the issue is further compounded by the fact that, while
certain productions have achieved the Green Film mark and other labels, such marks often fail
to (even) appear in the end credits. Worse still, as Heidsieck (2023, personal communication)
points out, many broadcasters who have obtained such marks tend to cut end credits short in

order to display their own advertisement clips for the next show or programme.

This underutilisation of marks awarded in recognition of sustainability efforts is duly noted also
by the providers of sustainability protocols themselves. Per Linnea Merzagora, Project Manager
of Green Film (2023, personal communication), while a dedicated criterion in the rating system

—subject to awarded points— is allocated to the communication of such efforts for external
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audiences, it's the one aspect that productions adhering to Green Film engage with the least.
Similarly, in the case of EcoMuvi, compliance points are awarded if sustainability efforts are
strategically communicated to targeted audiences and the press, conveying the commitment
to adopting a sustainable management system (EcoMuvi, 2024f: 14). Further, per film
marketing strategist Niccolo Gallio (2023, personal communication) the disconnect between
sustainability certification and promotion highlights that essentially, communicating
sustainability in the audiovisual sector predominantly operates in a business-to-business (B2B)
context, targeting workshops, labs and professional markets; arguably, an echo chamber with
industry insiders and stakeholders already aware or invested in sustainability. Instead, Gallio
argues that the sector could expand such communications by assuming a more business-to-
consumer (B2C) approach. This notion ties back to the concept of audience engagement as a
catalyst for change (see discussion in section 6.4.5), though it reframes “engagement” in this
instance to include the “final consumer’s awareness of the environmental impact of the
products [or projects] they choose to support” (L. Chiarini, 2023a, personal communication).
Such an understanding positions audiences-as-consumers as instrumental actors towards
incentivising productions to be more sustainable by signalling demand, provided, of course,
that they are aware of the “materiality” of media production in the first place. However, per
Giakoumelou (2023, personal communication), such a materiality is difficult for consumers to
discern, unlike, for instance, the fashion industry, whose tangible products can become more
easily associated with their production processes. Further, for Formenti (2023, personal
communication), even if a niche group of environmentally conscious consumer audiences
exists, they arguably place their trust in the certification mark attained despite the lack of
disclosed supporting data. To this, Cuadros-Gonzalez (2023, personal communication) adds
that data, in fact, are a more impactful contribution to sustainability than superficial and
performative certifications granted based on minimal reporting requirements, helping the
sector as well as audiences to understand, quantify and articulate the environmental impact of

the moving image better.
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Recognising the disconnect between the monodirectional B2B communications surrounding
the achievement of sustainability certifications and the potential of untapped B2C strategies
aiming for direct audience engagement, several sustainability professionals advocate for
leveraging talent, in particular environmentally-oriented celebrities (C. Cresto-Dina, 2023; C.
Formenti, 2023; V. Jamonte, 2023, personal communication). Per Boykoff and Goodman (via
Abidin et al., 2020:289), celebrities are individuals with “an elevated voice in the media and the
capacity to shape public opinion more than others, in both qualitative and quantitative terms”.
In this context, Abidin et al. (Ibid, 2020:393) highlight various tropes where celebrities and
environmentalism intersect. Pertinent to the audiovisual sector, these can range from
ambassadors (e.g. NGO celebrity patron actors such as Harrison Ford and Cate Blanchett) and
television conservationists in commercial TV (such as Steve “the Crocodile Hunter” lrwin) to
celebrity animals (such as Knut, the Polar Bear, used in televised climate change campaigns) as
well as normal, everyday people (e.g. climate advocate Greta Thunberg). Often, such examples
are framed as contradictory, as instantiated by Leonardo di Caprio’s (exemplar) climate
advocacy in Before the Flood (dir. Fisher Stevens, 2016), whose filming was nevertheless made
possible through extensive air travelling across five continents and the Arctic (Formenti, 2022:
183). Towards this, recent industry trends in sustainability include the advent of BAFTA Albert's
“Green Rider”, a contract where actors, directors and screenwriters commit to sustainable
measures on set in areas such as travel, costume and makeup while actively advocating for
compliance with sustainable protocols during press conferences and industry events. Notable
examples include actors Jessie Buckley, Kaitlyn Dever, George McKay and director Kevin
McDonald (Albert, n.d.b). To the same effect, as early as 2016, following the release of
Tempesta-produced comedy Fraulein: Una Fiaba d’inferno (dir. Caterina Carone, 2016) in ltaly,
a series of photo calls were arranged with the film’s prominent actors next to a banner that

read “Made with EcoMuvi”( C. Cresto-Dina, 2023, personal communication).
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13 Education and Training of Future Practitioners

13.1 Introduction

Having covered the historical development of sustainable production norms and their on-the-
ground integration into production settings, this study has explored the audiovisual sector’s
efforts towards implementation of such practices through grassroots initiatives (stemming from
the screen sector itself) and the momentum generated by top-down policy processes (at the
regional and EU level). Yet, as the sector progresses towards a future standardisation of these
norms and practices, one critical aspect remains to be addressed: the education and training of
future practitioners. As such, this section explores the foundational elements for a training
framework around sector-related sustainability issues where capacity-building remains
essential. To this end, we look at existing training structures for sustainability in film and media
production curricula on offer both at the university and industry levels, pointing towards their
potential as well as limitations and discrepancies, addressing along the way the following three
key questions: Who needs to be educated, and in what context? What are the required

components of such an education? And how such an education should be delivered?”.

13.2 Modes of Education: Formal and Informal Training and Intersections

Firstly, we observe that sustainable production training can and do occur in formal, informal
and non-formal (used here interchangeably) learning settings, a further distinction between
which is necessary. From an Educational Research perspective, Malcolm et al. (2003:3) identify
four important dimensions that differentiate formal and informal training: 1) processes, 2)
locations and settings, 3) purposes and 4) content. A process denotes structured, didactic and
assessed teacher-led activities in formal settings, whereas more democratic, collaborative and
student-led approaches are characterised as informal. In turn, a location and setting

perspective views schools, colleges and universities as formal contexts. These are contrasted
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with professional spaces (such as workplaces) and non-professional spaces (e.g. masterclasses
and events), which are considered informal due to their more open-ended nature, which either
sees fewer time constraints, no specified curricula and a lack of predetermined learning or
external certification. Further, in purposes, Malcolm et al. distinguish between formal learning,
where the primary and intended purpose is to acquire knowledge or skills, and informal
learning, which may occur as an unintended outcome from activities such as workplace
productivity courses. Moreover, in content, a semantic distinction is made between the
learning outcomes deriving from established, high-status expertise, understanding and
practices (formal), such as vertical and theoretical knowledge, versus the development of new

or emerging knowledge (informal) (Ibid, 2003:3).

An additional educational framework for sustainable production is also emerging in the context
of sector-specific artistic residencies. Arguably positioned at the intersections of formal and
informal education, per the European Union (2014:9), artistic residences are programmes that
“provide artists and other creative professionals with time, space and resources to work,
individually or collectively, on areas of their practice that reward heightened reflection or
focus”. They typically offer accommodation, coaching, production support and presentation
facilities, often involving the participation of scientists and professionals from various
disciplines, while they focus on “tangible outcomes” such as the production of art (broadly),
focused projects, exhibitions and workshops (Ibid, 2019). While the concept of a “residency”
for artists is open and fluid and has recently expanded to include a diverse range of activities
and engagements, including “digital space residencies” (Ibid, 2009:9), per Res Artis (2020:6),

|II

the hallmarks of such programmes “connect the local with the global” and as such comprise

tools for “inter-cultural understanding and capacity building”. Such notions ‘are cornerstones
of cultural policy at the EU-level” and are therefore supported under Article 167 of the Treaty
on the Functioning of the European Union (TFEU) as means that promote the diversity of

European cultures (European Union, 2008; Ibid, 2019:9). Further, they increasingly intersect

with sustainability, in context of EU’s Greening of the Creative Europe programme (EECA,
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2024:3) with participating regency organisations that incorporate sustainability in their

operations awarded extra points in their application process.

13.3. The Evolution of Film and Media Education in Academia: Historical Challenges and

Future Opportunities

A subsequent observation is that sustainable production training is currently firmly rooted in its
targeted context, broadly referred to as “film school” rather than fields such as environmental
science or the environmental humanities. While this placement is both logical and expected, it
is also subject to layered interpretations pertinent to two characteristics most film curricula
inherently share: 1) the alignment or disconnect between production skills taught and industry
demands and, further, 2) the intrinsic cross-disciplinarity of film and media as a field of study. In
the first instance, per Banks (2019:73, 74), film and media production education, while not a
requirement for work in the audiovisual sector, operates as a pre-industry programme where
students acquire skills, build a resume and make industry contacts. As Sheffield (2001:23)
argues, film schools have always served as gateways to the sector since their very inception as
an academic discipline, particularly following the collapse of the Hollywood apprenticeship
system in the late 1950s, which led then-aspiring auteurs to seek film-related education and
training in colleges and universities. However, Sheffield notes, the film graduate-industry
connection is rarely established, given that historically, the majority of production-focused
curricula tend to be very general and rather inflexible in their offered specialisation when it
comes to practical filmmaking skills required for production-specific jobs, e.g. producers,

cinematographers, lighting technicians, editors, audio engineers and animators.

In the second, the theoretical study of film, which today, per Andrew (2009:883-884) is situated
as a subset of “media studies”, is an umbrella term for various fields of studies, including
(primarily) Film Studies, Cinema Studies, Television Studies, Visual Arts, Cultural Studies, Film

and Media History, and Moving Image Studies. Such fields have, according to Altman (2009:
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134-135), come a long way to “secure dependable institutional recognition and shared
assumptions” about the study of film as an academic discipline with “undergraduate and
graduate education, book publishing, and tenure decisions”. Initially, as noted by Andrews
(2009:879), in the context of US academia, the study of film, owing to the medium’s popularity
and commercial value, was regarded as having “the effect of devaluing the humanities”. Thus,
a race for institutional recognition took shape in the 1960s and 1970s, a period that Altman
(Ibid, 2009) characterises as being marked by a “foundational schizophrenia” during which the
academic study of film, in its attempt to gain institutional specificity, drew heavily on literature
and art. In doing so, cross-analytical techniques for the study of (rented) substandard film stock
such as super-8 and 16mm were developed, while settings such as museums, festival
screenings and televised programmes were employed as further theoretical tools (lbid, 2009).
By the 1980s and 1990s, this recognition evolved further alongside an increased corpus of
academic publications pertinent to the history of film and its analysis (including both film-
specific and cross-disciplinary approaches). Such progress was bolstered through the
proliferation of new and more accessible audiovisual formats, such as videotape, laserdisc and
DVD (Ibid, 2009). Then, from the 2000s onwards, the field expanded to include a diverse range
of study subjects stretching from “familiar research paradigms” (e.g. aesthetic and
psychoanalytic inquiries, auteur theory or gender studies) to incorporating new theoretical
frameworks (e.g. ecocriticism and ecocinema) and new areas of focus such as video games and
other digital media (Ibid, 2009). Per Altman, such a shift, spearheaded by the proliferation of
online content, was marked by large-scale research projects and multi-volume works, alongside
a declining interest in film-specific analyses and an overall increase in cross-disciplinary

publications.

Arguably, then, the long-standing disconnect between academia and industry could benefit
from embedding sustainability training into film and media curricula. By leveraging the field’s
innate cross-disciplinary nature, such an embedding can provide a fertile ground for equipping
future practitioners with the specialized skills necessary to meet both environmental challenges

and production demands.
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13.4 Overview of Sustainable Production Training

This section will explore how sustainable production training is currently administered through
both pre-industry programmes and specialised courses on offer. However, the scope of this
overview is confined to long-standing, consistent, ongoing and structured curricula with
measurable outcomes (e.g. student assessment and certification or accreditation) or novel
approaches (e.g. hybrid artistic residences). As such, the section deliberately excludes the more
informal approaches to sustainable production learning, such as various introductory
workshops to sustainable production offered sporadically at universities, online, or during

industry-related events, like film festivals.

A common observation is that sustainable production training typically centres on established
norms (e.g. Green Production Guide, BAFTA Albert, Green Film) and is often designed to
reflect the environmental requirements of specific regional and national production contexts
(see BVGFCD, n.d.) or as part European co-production networking initiatives (Torino Film Lab,
n.d.). In the US, this norm is the Green Production Guide, whose training is administered by
The Green Film School Alliance (henceforward, GFSA). Per its own admission, the GFSA is an
organisation committed to integrating industry-level sustainable production practices into film
school programs and, further, striving to establish “common language, standards, and tools to
their institutions” (Green Film School Alliance, n.d.). Formed in 2020 as a coalition of 11
leading film schools, including California State University, UCLA, New York University and New
York Film Academy, GFSA expanded significantly by 2022, growing its membership to a
network of 27 affiliated universities (Ibid, n.d.). The training evolves around PEACHy, a
lightweight version of Green Production Guide’s PEACH (Ibid. n.d.). Like its prototype, PEACHYy
is subject to a certification, The Green Seal for Students, which is awarded by the
Environmental Media Association based on a scale of 100 points, requiring a minimum of 50
points earned to qualify. The process is based on documented self-assessed compliance across
seven key areas during the production of student films: 1) Production, which encompasses

development, pre-production, principal photography and suppliers, followed by proposed
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sustainable practices in 2) Art Construction, Props and Set, Camera, 3) Grip and Electric
Departments, 4) Catering and Craft Services, 5) Costume, Wardrobe, Hair and MakeUp, 6)
Special Effects, 7) Transportation. Interestingly, while PEACHy's proposed actions are
comprised of fairly standard and common considerations shared among most sustainable
norms (e.g. reduce-reuse-recycle and donate circular strategies, opting for ethical suppliers and
electric-hybrid over diesel vehicles), the checklist notably prioritises and incentivises digital
filmmaking over analogue, awarding points for productions that aim for digital workflows and
format rather than using film stock, or favouring digital over practical effects (Green Film School
Alliance, 2021). Arguably, this notion, championed at an educational level by leading US film
schools, reflects the growing influence of sustainability as a key driver of production workflows
and one that increasingly sidelines traditional analogue techniques such as the use of film
stock, which has historically defined both the medium and its discipline, on account of its

environmental impact.

Similarly, in the UK, the BAFTA Albert Education Partnership ensures that its ten university
affiliates, which include the National Film and Television School, Bournemouth University, The
Confetti Institute of Creative Technologies and Central Film School, accompany their hands-on
training through adherence to BAFTA Albert’s Student Carbon Calculator and best practices
(Albert, 2019c). The training that lasts one week (Bournemouth University, 2021) covers four
areas: 1) the history of sustainability in the screen industries and the role of BAFTA Albert's in
this process, 2) climate change essentials, sustainable production skills and 4) sustainability
storytelling strategies, all of which fulfil the requirements of the Carbon Literacy Trust charity
(Albert, 2019c; Climateq, n.d.). Per the charity’s Carbon Literacy Standard (Carbon Literacy,
2018:8-15), the proposed carbon literacy training promotes a 1) learning method, where
training constitutes at least one day of learning, delivered either in person or online; 2) learning
outcomes related to GHG science, the impacts of climate change and the basics of carbon
footprint. It does so by promoting 3) values such as individual and collective agency, equity
and fairness and 4) action-based learning, where participants propose and implement

meaningful interventions for the reduction of carbon footprint. In addition, eligible graduates
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receive an industry-recognised certification in sustainable production from BAFTA

(Bournemouth University, 2021).

In the case of Germany, the introduction of Ecological Minimum Standards for Film and TV has
made sustainable production considerations —such as appointing a sustainability manager on
set and accounting for carbon emissions during pre-production and post-wrap (Heidsiek,
2021:4)— mandatory for public funding. This shift led to the development of the first and only
de facto sustainability training programme globally, the Green Consultant Certificate, backed
by quality-assured accreditation (Hochschule der Medien, n.d.). The training is administered by
Stuttgart Media University (Hochschule der Medien Stuttgart) and the HFF University for
Television and Film Munich (Hochschule fir Fernsehen und Film Miinchen) and is targeted
towards all film and media professionals with expertise in production, directing, editing or
Head of Department roles. Its curriculum consists of three modules: Module A1 consists of a
preparatory online phase that concludes with a multi-day on-site training in Stuttgart, where
students are taught 1) the theoretical and legal foundations of Sustainability, 2) the basics of
Environmental Management Systems and reporting, utilising the DIN 14001 (the german
standard equivalent to ISO 141001), EU’s EMAS (Eco-Management and Audit Scheme) and
DNK, the German Sustainability Code (Deutscher Nachhaltigkeitskodex) reporting framework.
Further, it covers 2) green production project management with particular attention to 3) high-
impact processes across energy, transport, materials and disposal. Moreover, trainees are
introduced to 4) sustainability project planning and implementations and 5) the use of carbon
calculators (utilising the MFG CO2 calculator). Subsequently, in Module 2, participants are
required to deliver a sustainability action plan for an existing or hypothetical project with strict
adherence to the German Ecological Minimum Standards, whose successful evaluation awards
trainees with the Green Consultant Certificate. This certificate has academic merit on account
that it corresponds to 6 ECTS (European Credit Transfer System) points, reflecting the depth
and rigour of the programme, which consists of a workload of 180 hours over the course period

of around 14-16 weeks (Hochschule der Medien, n.d.). Further, certificate holders are eligible
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for membership in Germany'’s Federal Association of Green Film and TV Consultants (BVGFCD,
n.d).

In Italy, amidst a proliferation of irregularly held, quasi (e.g. sustainable storytelling) or partial
(e.g. limited solely to sector-specific ESG strategy, planning or reporting) or now defunct
sustainable production training facilitated over the last decade by film commissions,
sustainable consultancies and protocol norms providers, Green Film Lab stands out as the only
active and relevant educational initiative, pushing the agenda of sustainability through its
multiple editions held over Europe. Operating under the aegis of Torino Film Lab, the Green
Film Lab bases its training components on Trentino’s Green Film rating system. The training
programme, developed by Rome-based producer Giovanni Pompilli and co-funded by
Creative Europe, Trentino Film Commission and EAVE (European Audiovisual Entrepreneurs), is
structured around three core objectives: 1) an introduction to sustainability, 2) the conception
of a sustainability plan and 3) the certification process for audiovisual projects (Torino Film Lab,
n.d.; G. Pompilli, 2023, personal communication). Conducted as three-day workshops, such
modules are taught in a practical, project-based approach, where participants work
collaboratively in groups to explore best practices in all areas outlined in Trentino’s rating
system: energy-saving, transport, accommodation, catering, set decoration, waste
management, recycling and communication, alongside consideration of social impact
(TorinoFilmLab, n.d). However, per Green Film project manager Linnea Merzagora (2023,
personal communication), the training comprises the first effort in Italy and Europe to address
an industry-wide gap for common training in sustainable production. Beyond that, the learning
serves primarily as an introductory module on using Trentino’s rating system. As such, it does
not qualify participants as sustainability managers upon its completion, nor does it provide a

formal certification or specialised training in the use of carbon calculators (TorinoFilmLab, n.d).

The latest and arguably innovative addition to the landscape of Italian sustainable production
training is the film-specific artistic residency CinemAbruzzo Campus. Held annually at the rural

mountainous region of Forme di Massa d'Albe, Abruzzo, and organised by the Avezzano-based
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CinemAbruzzo Social Promotion Association, the Campus promotes an intensive, hybrid six-
month training that is both online and residential in nature. In the first two months,
participating filmmakers engage online with the basic concepts of sustainable production,
team formation and intense scriptwriting sessions towards the development of treatments for
three short fiction films and two short documentaries focused on the past, present and possible
futures of the Abruzzo region (CinemAbruzzo, 2023:3,4). As such, they become heavily versed
in the rich history of the region, the environmental importance of its Natura 2000 network of
protected areas, and their distinctive vulnerabilities that include earthquakes (indicatively the
1915 Avezzano and 2009 L'Aquila calamities) and avalanches (such as the 2017 Rigopiano
disaster) (Di Matteo and Cavuta, 2018:191).

During the residence training, sustainability is embedded on two levels: 1) fostering an
environmental awareness that would inform region-specific sustainable storytelling at the script
level in tandem with 2) sustainable production practices underpinning the creation of the
stories produced. In the first instance, participants immerse themselves in “experiential
tourism” (CinemAbruzzo, 2023:2; P. Santamaria, 2023, personal communication). Framed as
part of the “Experience Economy”, which extends across diverse sectors of the service
industry—including entertainment attractions, hospitality venues and customer service (Smith,
2006:2)—experiential tourism with its active and participatory approach denotes a departure

|ll

from traditional “mass” tourism. As such, on the residency’s third month, participants visit
Forme in person for a period of 21 days, where they are introduced to the local culture,
traditions and culinary delights, experiences that also serve to inform the creative process of
the first week’s finalisation of screenplays, location scouting and other logistical needs. In the
second instance, during the second week, participating artists transition into production,
supported by an on-site crew that involves professionals such as assistant directors,
cinematographers, sound specialists, acting coaches and sustainability managers provided by
EcoMuvi. However, informed by the author’s experience as a sustainable production trainer

during the 2024 edition of the Campus, the involvement of sustainability managers at this

stage can be characterised as rather informative, if not symbolic. Due to budget constraints,
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projects commissioned by CinemAbruzzo do not rely on the use of generators, extensive
transportation or the generation of excess waste. As such, sustainable practices are, for the
most part, simulated rather than enacted, with sustainability managers guiding resident
filmmakers during their productions through scenarios that would typically occur in real-life,
larger-budget productions. Subsequently, with production wrapping at week two, the third
week is dedicated to offline editing and sound design of the five completed short films, at the
end of which participants leave the residence. Then, the following three months are dedicated
to off-campus post-production activities such as colour correction, sound mixing, graphics, and
the creation of Digital Cinema Packages (DCPs) for distribution, all managed by industry

professionals attached to the Campus (CinemAbruzzo, 2023:5).

13.5 Limitations and Opportunities of Current Training Frameworks

Far from exhaustive, the overview above provides a concise outline of the dominant
approaches currently available at scale for sector-specific sustainability training. From a purely
academic perspective, integrating such approaches into formal educational settings, such as
university curricula, is both a timely and important contribution that not only addresses the
need for an upgraded industry-relevant skillset but also advances the discourse of sustainable
production on an academic level, utilising the discipline’s inherently fertile cross-disciplinary
theoretical framework. However, from an industry standpoint that favours practicality while
fostering a long-term cultural change at the production level, three key discrepancies can be
observed: 1) the disconnect of theory and practice, 2) the generic training and its role-specific
gaps, which in turn lead to 3) inflexibility in sustainability management and reporting

frameworks.

In the first instance, the argument is that existing training available at scale is rooted in formal
educational settings that arguably provide “a safe environment” for sustainable productions,

failing to reflect the time, money or logistical constraints of enacting sustainability in real-world
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production scenarios. Per Raciti (2024, personal communication) of Skyltalia, while an
educational background in production that embeds sustainability is timely and essential, an on-
set experience of production is indispensable; thus, practical, hands-on training should
complement theoretical modules. In the second instance, the available training often remains
generic, lacking specialised roles and department-specific approaches, with various
practitioners and academics pointing towards the fact that sustainability in production is highly
context-dependent. As such, following a generic induction to sustainability, writers, directors,
and producers would need to cultivate a sensibility of how their creative decisions impact both
storytelling and production demands. Similarly, costume designers would need targeted
training on the acquisition, use and treatment of sustainable materials and their repurposing
strategies. At the same time, gaffers would benefit from targeted training on the use of more
sustainable lighting alternatives, conducting energy audits and utilising carbon calculators ( P.
Kaapa, 2023; J. Torvai, 2023; T. Wagendorp, 2023; S. Geronimaki, 2024; M. Sant'Unione,
2024, personal communications). Further, such role-specific training should leverage the
environmental dimension as the main driver of learning via the exploration of discourses such
as climate science and planetary boundaries while also addressing the social and economic
aspects of sustainability and their relevance to specific production-department workflows (D.
Schneider-Garcia, 2023; T. Wagendorp, 2023; G. Dellacampa, 2024, personal communication).
Respectively, in the third instance, the proliferation of sustainable protocol norms, as well as
norm-specific training, can create inflexible approaches in terms of sustainability management
and reporting, particularly in the case of co-productions. In principle, per Chiara Morlacchi of
ltalcert (2023, personal communication), a common approach, unified framework, and
horizontal diffusion (involving, again, all production departments and stakeholders) of
sustainability competencies and skill requirements must be clarified at the European and global

levels in order to ensure cross-border production standards.
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13.6 Proposed Structures of Education and Training

13.6.1 Building Capacity Across Internal and External Stakeholders

Revisiting perspectives gained throughout the course of this study, both through secondary
sources and primary data, as well as the author’s personal observations during their mandatory
industry placement, this section will aim to identify and propose 1) the key components of an
“ideal” sustainable production training package offered at scale, 2) the relevant stakeholders
for such a targeted training, and further 3) in what capacity identified parties are to be
engaged with the learning process. In delivering this, the proposed conceptual framework and
training structure aims to integrate and potentially reposition current sustainability discourses,
strategies, and regulations to identify training baseline criteria that, independent from
established protocol norms, are flexible in their applicability across diverse production settings.
Towards this, the first step is to acknowledge the tripartite nature of such training. On the one
hand, such training should consider internal stakeholders in the audiovisual sector, such as
future (and in some cases existing) sustainability managers, alongside standard production
roles spanning all phases and departments in audiovisual production. Simultaneously, in view
of greening the entire supply chain appending the audiovisual sector, a modicum of training
aiming for basic awareness could also extend to external stakeholders, such as collaborators
and suppliers, supporting the making of audiovisual projects in any capacity. As such, three
distinct training modules are proposed, each geared towards achieving specific learning

outcomes.

13.6.2 Module One: Training for Sustainability Managers

Starting with theory, in considering the strategic competencies required for the audiovisual
sector's green transition, training for sustainability managers should thoroughly address the

concept of sustainability, whether understood as something purely environmental (“green”
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discourse) or, more broadly, as holistic (sustainable development). In this regard, it can be
argued that the United Nations’ SDGs framework remains foundational in its capacity to instil
an understanding of how actions in one area (or “Goal”) can promote and address impact in
multiple areas, owning to the framework’s interconnected and mutually reinforcing objectives
spanning the environment, society and the economy. A simplistic yet straightforward example
of this logic would, for instance, see the reduction of waste in a production set (SDG 12:
Responsible Consumption and Production) extend to a decrease in carbon footprint (SDG 13:
Climate Action) while simultaneously addressing food security (SDG 2: Zero Hunger) by
donating surplus food upon wrap to NGOs and local communities in the vicinity that a set is
based. However, the 17 SDGs can be quite unspecific and theoretical (K. Astikainen, 2023,
personal communication), requiring a practical adaptation by sustainability managers to
project-specific production settings. Similarly, if part of a strategy, they must be communicated
appropriately and in a clear and accessible manner to producers, the crew and other
stakeholders (e.g. suppliers, environmental authorities, local communities) (N. Cuadros
Gonzalez, D. Schneider Garcia, 2023, personal communication). Other discourses are equally
relevant: The Paris Agreement and the work of the IPCC can inform subsequent practices, such
as calculating and reducing emissions, where a “funnel-like”, layered approach moves from the
broad (e.g. carbon neutrality by 2050 and limiting warming below 2°C) to the specific (e.g.
reduced single-plastic use on set) (B. Alassad, 2024, personal communication). Likewise, the
European Green Deal framework can substantially inform a sustainability manager’s approach
in areas such as circular economy practices, green public procurement and waste reduction, as
well as help them to navigate compliance towards relevant policies on the local, national and

European levels (M. Cucco, 2023, personal communication).

In practical settings, concretising a sustainability manager’s training would involve equipping
them with a combination of both hard and soft skills. Per Balcar (2016:2, 4), hard skills are
practical, tangible and job-specific skills “embodied in acquired qualifications”, whereas soft
skills relate to interpersonal interaction, such as barriers to communication and cooperation. In

the first instance, we posit here that hard skills in the arsenal of a sustainability manager can be
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considered the mastery of various sustainability reporting frameworks. This, in theory, is not a
tall order if such training is benchmarked on a more thorough and rigorous reporting
framework —such as the CSRD and the GRI— requiring extensive familiarity with advanced
discourses such as double materiality, scoped emissions and a more thorough understanding
of supply chains and processes of third-party assurance (such as verification and certification).
The argument made here is that if a sustainability manager can navigate the advanced
reporting frameworks of the aforementioned, they are well-positioned to manage most of the
sector’s sustainability reporting requirements, which by comparison are less complex and rely
on fairly basic reporting structures (M. Cuadros-Gonzalez, 2023, personal communication).
Similarly, extensive familiarity with the ISO 20121 standard, considered the “mother guide
certification” (G. Dellacampa, 2024, personal communication), or its closely related European
counterpart EMAS (Eco-Management and Audit Scheme), is essential, as is a certain proficiency

with lifecycle analysis tools (L. Vecchi, 2023, personal communication).

In the second instance, given that the adoption and effective implementation of sustainability
in audiovisual sets is an ongoing process, subject to constant negotiation with everchanging
personnel, certain soft skills are also necessitated, particularly relating to leadership
development and communication skills. Broady, per Day (2001:581, 585), the overall purpose
of leadership development is to foster the intrapersonal capacity-building of an organisation’s
human capital (individual knowledge, skills and abilities) and social capital (networked
relationships among individuals that enhance cooperation and resource exchange). The
consideration of such strategies, per Production Wellbeing and Inclusion Consultant Valeria
Bullo (2024, personal communication), is largely overlooked in an industry where managing
large, diverse groups of people often leads to interpersonal conflicts. Further, as freelance film
producer, executive coach, and CEO of The School of Curiosity Matteo de Castello (2023,
personal communication) argues, such strategies can be proactively adapted to the nuances of
the audiovisual sector through practical frameworks such as Agile methodologies, which
encompass effective communication and productivity in high turnover, project-based

environments.
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The above should be accompanied by a thorough and practical understanding of film and
media production encompassing two dimensions. First, a linear understanding of all phases of
the production pipeline, from preproduction to distribution, is needed. Second, a hierarchical
understanding of the various roles comprising the audiovisual production ecosystem —such as
producers, financiers, Heads of Departments, crew, suppliers and auxiliary workers— with a
particular focus on the “materiality” underlying the associated workflows of each. Towards this,
according to Sant’'Unione (2023, personal communication), a hands-on apprenticeship as a
green production assistant (or Green PA) following the training and acquisition of pertinent
hard and soft skills should be a mandatory step before one earns the title of a “Green

Consultant” for audiovisual sets (or sustainability manager, for that matter).

Based on the author’s observations, insights, and reflective praxis gained through facilitated
internships for film and TV sets overseen by EcoMuvi, a Green PA, working under the guidance
of a seasoned sustainability manager, focuses on operational sustainability tasks during
production. These include maintaining compliance in accordance with the sustainability plan
drafted in pre-production and, to that end, raising awareness among the crew and liaising with
heads of departments. Within that function, the apprentice Green PA oversees waste and its
differentiation while also monitoring and documenting energy use and other consumption
habits on set to support subsequent reporting, verification, and certification processes. Along
the way, they gain exposure to the more intensive tasks that a fully-fledged sustainability
manager oversees, such as drafting a sustainability plan and project management strategies,
facilitating access for independent third-party auditors, final carbon calculation and
sustainability reporting, and collaborating with a range of external stakeholders ranging from

regional authorities and municipalities to film commissions, funders and suppliers.
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13.6.3 Module Two: Role-Specific Training

This module targets the entire crew involved in the making of an audiovisual project. Beginning
from the production department, this would include Producers, Directors, Assistant Directors
(ADs) and Production Assistants (PAs), extending to the Camera Department, with the Director
of Photography and any operators and assistants working under their lead. Further, the
Lighting and Grip Department, with its Gaffers and the Grip Team; the Art Department and its
Production Designers, Art Directors, Set Designers, Dressers and Prop Masters; the Costume
and Makeup Department, with its Costume Designers, Wardrobe Supervisors and assistants,
Makeup Artists and Hair Stylists; Special Effects Supervisors and Technicians and further, the
Transportation Department and other miscellaneous crew and auxiliary workers such as medics,
health and safety officers, animal handlers and child welfare workers, catering and craft
services, location scouts, construction crews. Arguably, certain departments and roles would be
excluded from this list, such as the Sound Department, where nowadays, for the most part,

they use rechargeable batteries for microphones, audio mixers and other sound equipment.

Yet, unlike the uniform training previously proposed for sustainability managers, the proposed
structure here takes into account the varying levels of involvement specific to the role-based
functions of each professional. For instance, focused modules on sustainable procurement,
disposal and repurposing of materials for the Art and Costume Departments are of no interest
or relevance to the Lighting and Grip Department or Generator Operators. Instead, these
departments would require training focused on sustainable alternatives to traditional luminaire
assets or diesel-run generators. Similarly, transportation managers would benefit from training
on route optimisation for less travel mileage (M.L. Smith, 2023, personal communication) and
technical knowledge for hybrid or electric vehicles (EVs), such as utilising charging

infrastructures, planning charging schedules and EV battery maintenance.
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13.6.4 Module Three: Basic Awareness Raising for Suppliers and Other External

Collaborators

Finally, this module targets external stakeholders, such as suppliers, vendors, and contractors,
who contribute indirectly to the production of audiovisual media. However, unlike prior
modules, this would necessitate a decidedly narrower scope, emphasising instead awareness
raising over comprehensive training. For instance, while food caterers attached to a project
may not need detailed knowledge of their role in the audiovisual sector’s green transition, they
ideally should know about the product sourcing data required for sustainability reporting and
be able to provide such information promptly upon request from the sustainability manager.
Similarly, suppliers involved in transportation rentals and logistics must understand their
responsibility to provide detailed information about their rentals to a production crew,
including vehicle make and model class, engine specifications, and travelled mileage— a
practice that, based on the author’s experience as Green PA, can be inconsistent, particularly in
rural settings. Therefore, this module primarily aims to inform suppliers on the importance of
proactive tracking of such information when bulk pre-orders or rentals are made from the
productions themselves, ensuring easy retrieval and traceability for their sustainability
managers during the verification and certification processes. Likewise, independent contractors
employed in set construction very often supply their own low-cost materials and tools, which
can complicate rather than facilitate efficient waste disposal following production wrap. In
addition, this section would also extend to address the role of municipal waste management
authorities and sanitation departments, whose often inconsistent or irregular collection services
(M. Cuadros-Gonzalez, 2023, personal communication) can result in waste accumulation and
undifferentiated retrieval despite the best efforts of production teams and sustainability

managers.

313



13.6.5 Delivery Mechanisms and Interconnectedness of Modules

The primary goal of delivering this training at scale and in a uniform manner is to engage all
stakeholders with sustainability by establishing a common language and habitual set of best
practices, gradually embedding them in all production departments, stages and settings. This
can be achieved by increasing the buy-in in a horizontal manner across all departments,
transforming it into a shared responsibility rather than an isolated effort. To achieve this,
however, we contend here that such training and capacity building would first require vertical
buy-in from the highest levels of European cultural policy (e.g., Creative Media Desks). Such
institutional support could involve both funding the development of the training itself or
mandating its attendance by production crews as a compulsory prerequisite for funding
incentives, thus ensuring horizontal collaboration. The diffusion of such training should ideally
occur at the national level through screen unions and guilds, regional film commissions, and
audiovisual funds (R. Fritsche, 2024, personal communication), which not only get to set their
own quotas for the training’s outcomes but also adapt it to their specific regional context (e.g.
available infrastructure, biodiversity, metrics). As to the delivery mechanisms themselves, in the
interest of a sustainable as well as digital transition, the most efficient mode of delivery would
have to utilise a hybrid, two-phased model. This would begin with 1) an e-learning training

platform and, where relevant, be followed by 2) an on-set hands-on experience.

In the first instance, harnessing technology enables the integration of multimedia content
ranging from slides, video tutorials and case studies to quick reference guides and quizzes that
track participant progress in the training. Simultaneously, the digital nature of this training
phase would eliminate any (unnecessary) transportation-related emissions generated from
attendees travelling to the destination of a training centre. Furthermore, digital enrolment and
attendance in such training should be rooted in real-world production settings, with a
customary modular content diffusion based on 1) the production needs, 2) the locations
involved, and 3) the budget of a project during the early pre-production. A variety of logical

reasons necessitate this timing: ensuring that all stakeholders internal to the production —
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early-stage sustainability PAs, Heads of Departments and their crews— are aligned with a
project’s specific sustainability goals, allowing time for fundamental skills development learning
on-the-go strategies for adaptation in their respective workflows while in the case of external
stakeholders such as suppliers allowing for a cost-efficient, proactive supplier engagement, for

smoother operations and supplies that meet sustainable certification standards.

13.6.6 Expected Challenges and Barriers

Although a more structured proposal is outside the purview of this study, we can easily argue
that in practice, designing such a curriculum would necessitate a thorough interdisciplinary
collaboration between STEM (Science, Technology, Engineering, and Mathematics) disciplines,
marketers, academics and policymakers related to culture and the environment. This presents
us with our first challenge, that of coordinating and achieving consensus in what potentially
would be diverging but also competing priorities for those involved in the curriculum design (P.
Kaapa, 2023; T. Wagendorp, 2023, personal communication). For example, academics may
emphasise theoretical depth and critical rigour; STEM professionals would capitalise on data-
driven accuracy and practical solutions, whereas marketers would focus on audience

engagement and accessibility of information for a general audience.

A second challenge comes in the form of unavailable, consistent and comparable data related
to the sector’s sustainability issues as well as its value chain (Gassmann and Guttefarde, 2021:9;
Fioroni et al., 2023:7). This discrepancy would create difficulty in benchmarking and
standardising practices in a pan-European manner and has, in fact, been unsuccessfully
addressed by a pilot project commissioned by the European Audiovisual Observatory (EAO).
Per the Observatory, despite extensive efforts, nine green labels (indicatively, Albert, Austrian
Ecolabel, Ecomuvi, Ecoprod, Green Film, Green Motion, Green Screen Stamp, Green Shooting
Certificate IDM, Tenerife 3) and four carbon calculators (Albert, Ecoprod, Eureca and Klimaktiv)

participating in the pilot project failed for the most part to produce consistent carbon footprint
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reports for the year 2022. Towards this, the EAO concluded that there is still “a lack of
maturity in the European film and audiovisual sector when it comes to collecting homogeneous
data on sustainability at national and pan-European level” (Fioroni et al., 2023:7). However, a
more recent and promising development includes the Horizon Europe MovieTwin Project,
where the proposed use of digital twin simulation technology aims to mine, collect and

integrate emissions data in real-time concrete production settings (Enterprise Europe Network,

2024:1-3).
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14.0 Future Directions and Implications for Practice, Policy and Research

14.1 Introduction

The present study has thoroughly addressed the fragmented landscape of sustainability in
audiovisual production through three main inquiries: 1) its historical development, 2) its on-the-
ground implementation in production settings, and 2) its education and training potential in
global as well as domestic levels. Historically, whereas the study is framed within a particular
production context (Italian), its findings suggest that there is nothing inherently Italian about
the field of practice. Instead, most domestic approaches at the EU level largely model, adapt
and advance the more visible and dominant international approaches in sustainable
production, tailoring them in respective localised contexts. Notably, however, the main
observation that is to be made as to the origins of sustainable production, both globally and in
ltaly, is that it initially emerged from grassroots advocacy within independent film production
and that, over time, such efforts have been progressively adopted by major industry players,
such as studios and media conglomerates, as integral components of broader ESG and CSR
strategies aligning with a shifting global legislative landscape. As such, the overview presented
in this study is fittingly positioned as part of a broader momentum that extends well beyond
the audiovisual sector through the en-masse adoption of global environmental agendas
heralding new directions in climate policy negotiations, such as the Paris Accords, the UN
Sustainable Development Goals, the European Union’s comprehensive Green New Deal
framework, followed by the post-COVID-19 recovery measures introduced by Next Generation
EU, all of which operate in a complementary and mutually reinforcing manner. Further, the
study has examined strategies that are increasingly affecting audiovisual production and its
supply chain through the introduction of an ensemble of new stakeholders, including
environmentally determined territorial authorities, non-profit global initiatives and
organisations, third-party independent certification bodies and novel mandatory reporting
frameworks, such as the CSRD. In the second and third instances, given the legally bound

nature of the above frameworks, broadly, any conclusions to this study are foregone: the
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environmental pillar is now an enduring fixture in the screen industries, and any conversation to
be had should centre on how the audiovisual sector aligns with and operationalises the
objectives of such agendas. In this context, considering that such initiatives remain nascent,
evolving and largely unstandardised, the study’s final observations can be considered
speculative, forward-looking assumptions that rely on insightful synthesis and thematic
organisation rather than a definite, hypothesis-based testing grounded on highly empirical and
quantitative results. While the present approach still allows for a broad, nuanced and in-depth
exploration of the field, it inherently falls short of providing conclusive statements derived from
(disclosed) quantitative data, such as the rate of adoption in Italy and beyond or data relating
to production emissions used as benchmarks for comparative analysis. Thus, in the form of a
conclusion, the following section identifies the potential future of this evolving practice while

examining its implication for policy development and academic research.

14.2 From Set to Stage: Sustainability in Cultural Festivals and Events

Our first argument suggests that a sustainability manager’s role is poised to expand beyond
the mere oversight of audiovisual production settings, evolving into a broader consultancy
function, with potential spillovers into film festival operations and other sector-related live
events. According to Elsaesser (2005:100), film festivals have since the 1970s successfully
served as platforms for various socially progressive causes that thematically have included
environmental issues, minority and pressure groups, women'’s rights, LGBTQ+ agendas,
partisan politics and protests. Per de Valck and Zielinski (de Valck and Damiens, 2023: 309; M.
de Valck, 2023, personal communication), however, it is only more recently —particularly
following the advent of COVID-19— that “awareness for operational logistics [...] laid along an
ecological yardstick” has increased among both festival organisers and visitors. After all, as Raj
and Griffin (2024:4, 6) highlight, from a sustainable events management perspective, film
festivals share many of the same logistical challenges related to environmental sustainability

found in audiovisual production settings; these include waste, energy, transport and
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community impact considerations. In addition, they also share similar mitigating strategies that
range from zero-waste goals, such as the reduction of single-use plastics and proper waste
separation, to energy efficiency through investments in renewable energy sources for stage
and facilities and the promotion and incentivisation of cleaner, public transport options,
carpooling and bicycle schemes, all in alignment with sustainability standards such as the ISO
20121 and its British predecessor, the BS 8901. However, per Renato Cremonesi of the Green
Ciak protocol and Verona Green Movie Land film festival collective (2024, personal
communication), the prohibitively high costs of certifying ISO 20121 compliance for film
festivals—ranging between 10 and 20 thousand Euros— render such schemes accessible only
for well-funded festivals. As such, in response to the recent implementation of the CAM (Criteri
Ambientale Minimi) Eventi ministerial notice by the Italian Ministry of Culture (in effect as of
2023), which mandates eco-friendly commitments by integrating sustainability criteria into
funding evaluation, alongside other cultural, economic and social objectives for delegate
applicants of film and audiovisual festivals, thematic reviews and screenings, awards and
cinematheque activities (Ministero della Cultura, 2023:2,6,18), AFIC, the Italian Association of
Film Festivals established its Green Festival Working Group, whose Green Festival Guidelines
promote a set of relevant best practices (Cinecitta News, 2024). Developed in collaboration
with ISPRA (Istituto Superiore per la Protezione e la Ricerca Ambientale; the Italian Institute for
Environmental Protection and Research), the Guidelines advocate for interventions across ten
key thematic areas: 1) sustainable mobility, 2) sustainable energy consumption, 3)minimising
the use of printing materials, 4) implementing recycling installations, 5) waste reduction and
management, 6) advancing food sustainability and 7) production of gadgets, 8) managing
guests’ activities sustainably and fostering the overall promotion of 9) social sustainability and
10) environmental awareness (D'Urso, 2022:175). For Trentino-based Laura Zumiani, General
Programmer at Trento Film Festival and Coordinator of AFIC’s Green Festival Guidelines (2023
personal communication), the Green Festival Guidelines aim to bridge the funding disparities
between smaller film festivals and larger, commercially-oriented film festivals of Venice, Rome
and Turin, aligning the sustainability strategies of all AFIC-affiliated 115 film festivals, and

ensuring a common, accessible approach for festivals that operate with minimal state financial
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support (e.g., €10,000), or those with more significant allocated resources (e.g. €200,000).
Further, Zumiani acknowledges the overlapping nature of sustainability in the production and
subsequent exhibition of audiovisual media and emphasises the critical component of
including sustainability managers in the operational structures of film festivals, particularly in
their capacity to manage and certify sustainability initiatives (Ibid, 2023, personal

communication).

14.3 Holistic Approaches to Audiovisual Sustainability Reporting

Throughout the course of this study, the social pillar of sustainability has been frequently
highlighted as intersecting with its environmental counterpart, with multiple practitioners
hinting at this connection as a potential future direction. This connection has been articulated
explicitly through responsible supply chain practices, such as supporting the local community
hosting an audiovisual production by purchasing locally, donating sets, props, obsolete
equipment, and food leftovers from sets to local communities and schools, or ensuring that a
shooting location is left in the same or better condition after production occurs (L. Chiarini,
2023:; N. Satta, 2023; D. Garcia-Scheinder, 2023; P. Manera, 2024; M. Sant'Unione, 2024,
personal communications). Implicitly, while the primary focus remains primarily environmental,
such intersectional connections could extend to include other diverse social considerations
internal to the production, such as incorporating and fulfilling disability criteria within existing
sustainability frameworks, implementing inclusive practices addressing the gender balance
gaps, ensuring safer working environments and prioritising the mental health and wellbeing of
the crew as critical factors that contribute in the overall value of sustainability efforts ( E.
Brosnan, 2023; T. Motye, 2023; L. Johanssen, 2023; A. Aubenque, 2024; R. Jones-Lee;
personal communications). Whereas existing audiovisual funding structures, such as Eurimages,
treat such considerations as parallel priorities —separating DEI and sustainability into distinct
funding applications, managed by different respective departments and incentivised through

separate funding schemes (T. Hugot, 2023, personal communication)— streamers such as
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Amazon communicate such efforts into single, integrated ESG reports (B. Belli, 2023, personal

communication).

Therefore, in this section, we forward the notion that such efforts can indeed comprise a future
area of focus for sustainable production norms, with their reporting components extending
beyond an environmentally-focused structure towards a more integrated sustainability
reporting in areas such as Social and Governance, that sustainability managers and
consultancies provide to producers and studios, in order to satisfy the demands of a wider ESG
chain of stakeholders, such as investors and audiences. Additionally, such efforts could
contribute to sustainability-driven image-building, enabling studios, production companies,
and even celebrity actors to project a stronger socio-environmental public identity through
strategic project choices and promotional activities. By necessity, such a direction could
arguably see the development of social indicators, metrics and reporting structures in existing
sustainability protocols, focusing on internal production aspects, such as accessibility and
gender balance, as well as the availability of resources, staff training, contingency planning and
satisfaction surveys related to mental health and well-being on set, paralleling the attention

given to addressing social impacts external to production.

14.4 From Bonus Points to Budget Lines: Incentivising Sustainable AVP in Italy

So far, the argument made is that sustainability in the audiovisual sector has historically
comprised an isolated, sector-specific effort driven by the ESG and CSR initiatives of major
studios, the grassroots advocacy of independent productions, and, at the European level, a
combination of incentives and eco—bonuses tied to regional film commission funding
applications, alongside occasional mandatory compliance and reporting legislation to
compliance and reporting (e.g. CSRD). In the ltalian context, the first support mechanism for
sustainability emerged in the 2020 Call for Selective Contributions (Bando per Contributi

Selettivi) issued by the Italian Ministry of Culture—then known as Ministero per i Beni e le
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Attivita Culturali e per il Turismo (MiBACT), or Ministry for Cultural Heritage, Activities and
Tourism. This initiative offered production applicants an additional five evaluation points
towards a maximum score of 100 points (MiBACT, 2020:14, 28-29, 42) if an environmental
sustainability certification was declared at the application stage and certified by accredited
bodies following production wrap. Subsequently, the 2020 Call for Selective Contributions has
served as a foundational framework upon which regional film commissions have modelled their
respective funding structures to encourage sustainability. However, these incentives have, for
the most part, remained optional rather than mandatory. An exception to this has been the
2023 mandatory adoption of sustainable protocols and verified compliance for all projects
utilising location shoots in the region of Torino-Piemonte, where failure to adhere to these
protocols or demonstrate compliance during sustainability audits conducted by independent
third-party authorities could result in the revocation of funding allocated to beneficiaries
(Regione Piemonte, 2023:1-2). Yet despite the stringency of such measures, Paclo Manera,
Director of Film Commission Torino Piemonte (2023, personal communication), emphasises
that building an efficient ecosystem that balances ambition with practicality requires
sustainable production practices to be grounded in simple and accessible protocols that foster
awareness and cultural change in the sector rather than mere mandatory compliance. This
sentiment is similarly echoed by Fabio Abagnato, Director of Emilia-Romagna Film Commission
(2023, personal communication) and Sardegna Film Commission’s former CEO, Nevina Satta
(2023, personal communication). Finally, a more recent and arguably transformative
development (M. Cucco, 2023; C. Cresto-Dina, 2023, personal communication) is the inclusion
of dedicated budget lines for sustainability and the recognition of sustainable protocols as
eligible, reimbursable expenses in the revised Tax Credit of late 2024 (Ministero della Cultura,

2024:6).

322



14.5 Politicisation and De-Politicisation of Climate Agendas and Targets

While such developments and progressive shifts set a precedent for aligning ltalian audiovisual
production with global climate goals, they prompt the delicate question of how such
advancements are positioned within and influenced by the broader Italian political landscape.
Specifically, the politicisation and depoliticisation of climate change discourses by Italy’s ruling
party raise questions about the future of funding allocation and policies related to the
audiovisual sectors’ green transition. Per De Wilde and Ziirn (as quoted in Biancanala et
al.,2023:179), politicisation refers to the process of bringing an issue into the political domain,
where it becomes subject to decision-making and disputes over potential solutions. As noted
by Biancanala et al. (Ibid, 2023), scholarly consensus identifies three core dimensions of
politicisation: 1) the salience, importance and visibility of the issue introduced in public
debate;2) the expansion of actors involved in the debate, including policy-makers, citizens
NGOs, industry groups, academics and scientists; and 3) the polarisation among these actors,
reflected in divergent opinions and stances on the issue introduced. Conversely, when these
dimensions are absent, an issue becomes depoliticised as the political character of decision-
making processes is stripped away, thus reducing the issue to the realm of mere “scientific
expertise or fate” (Ibid, 2023). Both paradigms take new contours under the leadership of
Giorgia Meloni, whose cabinet is a coalition of right-wing and nationalist parties, including
Brothers of Italy (Fratelli d'ltalia), Lega per Salvini Premier, Forza Italia and Noi Moderati; an
ensemble that, per Bompan (2022) has “no history of thinking and acting about the
environment and energy”. Meloni's opposition is divided among left-wing parties, such as
Partito Democratico and Alleanza Verdi e Sinistra, and centrist parties, including Azione and
ltalia Viva, alongside Movimento 5 Stelle (Media Freedom Rapid Response, 2024:6), all of
which significantly shape environmentally policy discourse as they advocate for ambitious
reforms aligned with the EU Green Deal. In contrast, Meloni’s government critiques such
policies as economically burdensome and ideologically driven from the left (Biancanala et al.,
2023, p.178; De Benedetti, 2024), often dismissing them as “climate fundamentalism” (Di
Sario, 2022).
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Largely, Meloni’s approach to climate change, widely described as populist (Bompan, 2022),
reflects a politicisation of the issue whereby climate policies are framed as ideological tools
imposed by the left, disruptive to traditional industries and livelihoods. Instead, her coalition
promotes an understanding of the environment rooted within a broader “God, fatherland, and
family” ideological framework (De Benedetti, 2024). Conversely, a tendency towards
depoliticisation can be observed in statements by the coalition’s Minister of the Environment
and Energy Security, Gilberto Pichetto Fratin, who has occasionally downplayed the
anthropogenic factors of climate change, attributing it mainly to natural causes (Giordano and
Mathiesen, 2023). In addition to seeking revisions to the EU Green Deal and proposing radical
revisions to its Greenhouse directive, —which sees a ban on the production of petrol and
diesel cars starting in 2035 onwards, justified by the need to protect the agricultural sector
(Biancanala et al., 2023:178) — Meloni’s government has faced criticism of aligning its stance
with the interests of the fossil fuel industry and big corporations (De Benedetti, 2024). Then,
despite a mixed performance in following through with EU directives and the NRRP (Pizzimenti,
2023: 194-195), Meloni's government has nevertheless pledged to uphold the EU-mandated
net zero-targets established by the national unity government of Mario Draghi. After all, the
legally binding nature makes it difficult for the current cabinet to change priorities in its

recovery spending, given the risk of Brussels freezing payments (Di Sario, 2022).

Although largely unrelated to the above, one such priority that has remained unchanged is the
generous 40% tax credit, increased from 30% during the COVID-19 pandemic. While this
measure has been instrumental in attracting more international productions to Italy (Vivarelli,
2022), its use by ltalian productions has sparked debates under the current government, with
concerns that way too many domestic productions claim the tax relief while only a select few
secure any meaningful international distribution (Dams, 2024a). However, contrary to the
assumption that Italy’s current government lacks the potential for transformative momentum,
multiple sources emphasise that, for the most part, structural mechanisms and institutional

frameworks within Ministries and Commissions largely function independently of political
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leadership. This autonomy ensures a certain continuity in cultural funding, including instances
where that funding is used to incentivise sustainability in production sets, even amidst
governmental changes (M. Cucco, 2023; L. Merzagora, 2023; L. Vecchi, 2023; P. Santamaria,
0224, personal communication).

Conversely, the main argument proposed forward suggests that while the development of
sustainable production practices is ultimately a story of progress and heightened awareness
globally, it is set against a looming short-term deadline—the year 2050. Such an urgency is
underscored by the United Nations Environmental Programme’s alarming Emissions Gap
Report of 2024, which calls for transformative and aggressive action to meet critical climate
targets. Per the report (UNEP, 2024:XVI), current policies implemented are projected to limit
global warming to 3.1°C over the course of this century, leaving virtually no possibility of
achieving the Paris Agreement target of limiting warming goal to below 1.5°C. Only the most
optimistic scenario — where “the most stringent pledges currently made” with regards to
NDCs (Nationally Determined Contributions) by the signatory countries to the Agreement “are
fully implemented” could limit warming to 1.9°C; a notable step down from the 1.5°C goal set
by the Agreement in 2015 (Ibid, 2024). Per the UNEP, addressing this challenge requires
action on three fronts: 1) closing the (negatively) projected 2030 and 2035 emissions and
implementation gap, 2) submitting updated NDCs with more ambitious mitigation targets for
2035, and 3) committing to fully achieving the existing emission cuts already pledged (Ibid,
2024:30). In light of this, we contend that sustainability in audiovisual production should be
approached as an apolitical priority that transcends the ideological baggage of the political
divide —whether framed as partisan left-right dynamics or conservative-progressive
interpretations of the strategies for achieving green transition. After all, as Besley and Persson
(2023: 1884,1901) point out, political incentives and the inability of governments to commit to
future policies often undermine the long-term effectiveness of environmental strategies, as
“policy decisions in a political equilibrium tend to prioritise short-term utilitarian welfare” over

what would be sustained, long-term and future-oriented actions.
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14.6 Conclusion: A Roadmap for Transformation

Thus, in recognising the importance of a longer-term perspective, the following and
concluding section presents a holistic framework that attributes feasible, desirable, and
pursuable strategies for audiovisual production, framing their implications for industry practice,
policy development and future research into theoretical perspective drawn by the
Environmental Humanities. Within this perspective, Gagnon-Thompson and Barton’s
ecocentric-anthropocentric values-based framework and Corbett's Spectrum of Environmental
Ideologies are synthesised to point out potential trajectories through which the sector can

reimagine its practices through the lens of sustainability.

In understanding and articulating a social group’s predisposed attitudes toward the
environment and the motives underlying those attitudes, Gagnon Thompson and Barton
(1994:149-150) emphasise a distinction between ecocentric and anthropocentric values. Simply
put, an ecocentric viewpoint values nature for its own sake, assuming that the environment is
worthy of protection for its intrinsic and inherent value. In contrast, an anthropocentric view
posits that the environment should be protected for its role in maintaining or enhancing the
quality of life for humans (Ibid, 1994), essentially serving a utilitarian function. Expanding on
this continuum, Corbett (2006:26-29), in her seminal work Communicating Nature,
distinguishes between five ideological paradigms along the ecocentric-anthropocentric
spectrum that comprehensively provide a cultural context for understanding human-

environmental interactions.

In 1) Unrestrained Instrumentalism, Corbet identifies an unsustainable mindset where all natural
resources are available solely for human use, with no limitations or restrictions in their
exploitation. By extension, this understanding also implies a prime, baseline example of an
anthropocentric point of view. Akin to a “business as usual” approach in audiovisual
production, this paradigm encompasses scenarios where profit and efficiency are blatantly

prioritised over sustainability through reliance on high-impact practices, such as the excessive
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use of diesel generators, single-use materials, and inefficient resource allocation, leading to
substantial carbon emissions. Such an approach would also signify zero innovation, resistance
to the adoption of sustainable technologies, such as clean mobile power solutions, and a
broader failure to meet the growing expectations of stakeholders and shareholders for ESG
accountability, which in some European production contexts (e.g. Germany and Austria) would
be subject to penalisation. As such, policy-wise, this paradigm underscores the need for stricter
regulations mandating the adoption of sustainability protocols, metrics and certifications. On
an academic level, scholarly research could greatly benefit a lot from long-term, environmental-
economic quantitative studies that establish baseline indicators for focused production
contexts — such as national industries or workflow-specific frameworks— which have been
covered to some extent (see Corbett and Turco, 2006; Albert et al., 2020; Sustainable
Production Alliance, 2021). Additionally, further investigation into behavioural and institutional
barriers hindering the sector’s transition toward the adoption of greener practices would be

essential.

In 2) Conservationism, Corbet attributes the use of natural resources in a wise manner to
benefit the greatest number of people. Here, the value of nonhuman entities —broadly
encompassing the environment and its inhabitants— is again utilitarian, meaning that they are
valuable only as resources for human use, and their conservation is towards that

end. Conservationism essentially comprises a baseline “resource efficiency” scenario for our
immediate context where material and energy use on set are taken into account incrementally,
with small provisions such as minimising waste in a basic recycling manner and adopting
sustainable alternatives such as LED lighting kits, hybrid or electric vehicles, subject to
adherence is easy-to-adopt green protocols or generic guidelines. Undeniably, an entry point
for sustainability in audiovisual production, such an approach would enable production
companies to meet early-stage ESG objectives and fulfil basic compliance and reporting
requirements. Policy measures supporting this mode of production should incentivise broader
lifecycle accountability and prioritise funding allocation for productions that adopt these

measures, whether through selective, tax-credit-based incentives or EU funding mechanisms. In
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this paradigm, various research lines could focus on quantifying the scalability of existing
baseline sustainability indicators across diverse local and global production contexts. While
feasible and pursuable, a conservationist approach is arguably not strategically desirable, as it
lacks the depth needed to drive a more transformative change and largely characterises the

current state of sustainable production today.

In 3) Preservationism, Corbet outlines approaches that safeguard resources for human use and
enjoyment in ways that transcend their mere instrumental value, such as their scientific,
ecological, aesthetic, and religious significance. Such a perspective could manifest as limited-
location use agreements for principal photography to reduce the impact of productions
through, for instance, reliance on virtual production workflows and eco-friendly set designs. In
principle, such an approach would also foster longer-term sustainability planning strategies
through funding-mandated creative and logistical planning during early pre-production,
whereas policy development would see more thorough provisions for compliance in areas such
as the biodiversity of vulnerable locations used for filming. Similarly, scholarly research would
gain a lot from engaging with the carbon footprint of emerging technologies such as virtual

production.

In 4) Ethics and Values-driven Ideologies, a mindset is promoted in which nonhuman entities
are recognised as having inherent value beyond their utilitarian, scientific, aesthetic or religious
significance, while humanity, co-existing as part of the same biotic community, perceives itself
more humbly and less hierarchically. In our context, this would entail implementing decisive
workflow changes that involve transparently reported lifecycle assessment for all facets of
production and adherence to strict zero-waste and zero-emissions principles. In addition, such
a trajectory would also see enhanced social and environmental goodwill internally and
externally to the production through ethically-driven working shifts for production crews and
through active engagement and support with local communities to ensure a positive
collaboration with hosting regions. Policy implications would point to the need for more

thorough lifecycle assessments as a criterion for funding eligibility. Meanwhile, research could
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greatly benefit from exploring audience perception of sustainably produced content, its impact
on market dynamics and the development of narrative and communication strategies to

enhance audience engagement.

Finally, in 5) Transformative Ideologies, Corbet envisions a holistic and radical transformation of
anthropocentric relations with the environment towards more eco-centric ones, with
sustainability prioritised as a core value. At the policy level, such a paradigm would involve the
audiovisual sector achieving full alignment with the Paris Agreement and the EU Green Deal,
potentially incorporating sector-related targets into Nationally Determined Contributions
(NDCs)— a critical mitigating gesture already trending in hard-to-abate sectors such as industry
and construction (World Resources Institute, n.d.). This could also involve adopting renewable
energy-only shoots, integrating virtual production, and compulsory contributions such as
carbon offsets in cases where final emissions reported exceed the initial carbon estimate
declared before production. In effect, this would be similar to the Polluter-Pays-Principle, an
economic, ethical and legal instrument reflected in the UN'’s Rio Earth Summit Agenda 21
(Khan, 2015:638). Undoubtedly, this paradigm would also require strict compliance with
sustainability protocols and transparent, in-depth reporting structures, with the introduction of
even stricter development of mandatory obligations and policy incentives supported by
industry-wide commitment and long-term investments in infrastructure. At its extreme, whether
driven by the necessity to adapt to shifting climate and green transition agendas or simply an
overregulated landscape of mandatory compliance, such an approach could potentially pave
the way to discourses surrounding “de-growth”. Whether viewed as a theory, strategic
approach or critique, per Kallis et al. (2020:viii), the goal of degrowth is “to purposefully slow
things down in order to minimise harm to humans and earth systems”. In such a capacity,
degrowth thinking could challenge the post-COVID EU funding allocation structures,
particularly in Italy, pointing to the proliferation of productions fuelled by public funding and
tax incentives. For many sustainability professionals, such a surge in production has distorted
the market and led to inflated costs, notwithstanding the likely amplification of environmental

footprint linked to both production and distribution settings, with releases occupying
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significant server spaces and digital archival resources (B. Heidsiek, 2023; N. Satta, 2023; T.
Wagendorp, 2023; D. Schneider-Garcia, 2023, personal communications). Building on this, the
same rationale would also apply to the implementation of digital caps on online distribution
through stringent international regulations, specifically targeting OTT, SVOD and AVOD
streaming services (L. U. Marks, 2023, personal communication). Simultaneously, scholarly
research could gain a lot from exploring the feasibility of degrowth-oriented production
models for the audiovisual sector, the development of sustainability metrics related to virtual
production workflows, and how investigating how identified, quantifiable baseline criteria
related to the sector’s sustainability issues can be effectively integrated into Nationally

Determined Contributions (NDCs) to instigate a further transformative push.

As Nicoli (2017:11) aptly observes, the film industry “develops in a series of stages—creative,
productive and distributive—that are sequentially interdependent.” We argue here that
embedding sustainability discourses and practices within the audiovisual sector not only
enriches these interconnected stages but fundamentally redefines them at a time when such
transformation is urgently necessitated. This evolution expands the sector by integrating a new
set of considerations and practices into established production workflows while simultaneously
introducing an ensemble of new stakeholders, supply chain requirements, and compliance
frameworks. With the advent of new regulations, such additions must be navigated successfully
in an increasingly obligatory manner, challenging the industry’s traditional modus operandi to
question not just how it functions but why. Thus, this reevaluation of the sector’s raison d'étre
positions sustainability as both an opportunity for innovation and a potential disruptive
complication—often making it difficult to discern between the two. As Nenni et al. (2024:1)
argue, the interplay between sustainability-related innovation is highly context-dependent:
when innovation is entrenched in “a linear industrial and economic system dominated by
competitive dynamics, the race for productivity, profitability optimisation, the predation of
natural resources, and short-term-oriented strategies,” its impact can be minimal and
negatively disruptive. Against this backdrop, the Italian audiovisual sector’s 15-year journey

toward sustainability stands out as both a prolific and instructive example, marked by the
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development of sustainable production norms, knowledge exchange initiatives, advocacy
networks, and funding support mechanisms. These efforts demonstrate distinct conceptual,
methodological, operational and occasionally regional approaches that not only meet the
demands of sustainability but also compel the industry to reimagine its practices along

established global climate, circular economy and developmental agendas.
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