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FOREWORD

The pursuit of gender equality in European thea-
tres remains as critical as ever. Since the publi-
cation of our 2021 study ‘Gender Equality and
Diversity in European Theatres’, the first piece
of research to take a deep dive into diversity on
stage and in staff teams across the continent, the
landscape has evolved dramatically. We've lived
through the COVID-19 pandemic and a surging
cost of living crisis -- with the financial impacts
for theatres only beginning to be felt. And as
budgets across Europe get cut, and more needs
to be done for less, there is the risk that women,
who make up the largest proportion of the thea-

tre workforce, bear the brunt of this burden.

These developments have only amplified the
need for continued monitoring and analysis.
In this context, the new ETC study, “Gender
Equality in European Theatres and Artistic
Programmes 2024," provides an essential update,
offering fresh insights and reinforcing our
commitment to addressing gender imbalances
in the theatre sector. Put simply, are we able to
say that there has there been concrete progress
on gender equality since we last conducted the
study? Is the sector in a good position to further

diversify in the coming years?

Sarah

alongside

Authored once again by researcher
from UC

colleagues Jacinthe Mazzocchetti and Justine

Sepulchre Louvain,
Vanhaelen, this study offers a comprehensive
examination of gender equality within our thea-
tres. Divided into three key sections, it begins
with a literature review that highlights the
persistent inequalities and the progress made

across Europe. It then delves into an in-depth

analysis of data from 13 theatres across 11 coun-
tries, offering an evidence-driven picture of
where European Theatres stand today, particu-
larly in terms of the profile of artistic leadership
teams, boards and senior management, and the
gender balance of characters on stage. Finally,
the study presents a series of powerful inter-
views with theatre professionals, shedding light
on the personal and systemic challenges faced
by individuals within our industry. | am particu-
larly pleased that the research includes numer-
ous voices from Eastern and Southern Europe,
completing a picture of a sector in Europe which
is marked by large discrepancies in the push for

gender equality.

The findings of this study are crucial for shap-
ing the future of European theatre. As we strive
for a more equitable and inclusive sector, this
research serves as both a call to action and a
roadmap for meaningful change. Our hope is
that this study will inspire continued efforts to
ensure that our stages reflect the diverse socie-

ties we serve.

Heidi Wiley
ETC Executive Director
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Part One

Introduction

In 2021, an initial study carried out for ETC looked at diversity in the teams
of member theatres and in the artistic programmes. This research showed
a fairly significant presence of women among the teams. The phenomena
of horizontal and vertical segregation (the famous glass ceilings and walls)
were not statistically confirmed. However, the questionnaire sent to direc-
tors and managers demonstrated that women were more often employed
in occupations more traditionally perceived as feminine. Other minorities
were under-represented. Members of these minorities held more precari-

ous jobs and less prestigious positions.

The study of the programmes revealed that men were more numerous
and held more prestigious positions on and behind the scenes. There was
a fairly traditional distribution of roles, with women dominating in the
costume and hairdressing departments, while men tended to be authors,
directors and worked in technical professions. Organisations led by men
were more likely to employ men. When women were in decision-making
positions, there was greater equality. One of the major recommendations

of the research was to diversify management.

This research is a continuation of the previous one. The aim is still to look
at the diversity of the teams working in theatres and on stage. This report
will consist of three parts:

» A non-exhaustive review of the research and studies that have recently
been published in Europe on issues of diversity in relation to the
cultural sector;

» A quantitative section on the state of diversity in the teams and within
the shows programmed (this section is based on a questionnaire
completed by the theatres);

» A qualitative part focusing on interviews with women who work in
theatre management, who discuss their career paths, good practices for
improving diversity, obstacles that may still exist, and who share their

experiences on the subject.

The methodologies and corpus or field studied will be presented in each

section.



Part Two

State of the art of available
scientific literature resources
and reports on gender equality
and diversity in the theatre
sector in Europe - by country

In this section, you will find some scientific literature resources and
reports (mainly written in English) on gender equality and diversity in
the theatre sector in Europe, by country. We have also included work on
the film industry that might make sense to ETC members. It is not fully
exhaustive and extensive, but it gives a good overview of the data avail-
able on the topics. In the future, it obviously should be completed with a

review of literature in the different European languages.

This section aims to take stock of the work carried out on diversity issues
in theatre within the European Union in order to show that it exists and
that it is accessible. It is work that can provide arguments (for example,
figures) for establishing a policy, that reveals good practice, that highlights
areas for progress, etc. They can be of use to ETC itself or to each of its

members individually.

Belgium
Brahy R. et Delhalle N. (dir.), 2020, Présence des femmes dans le champ
des Arts de la scene, La deuxiéme scéne, Acte 3.

https://acte3-4.deuxiemescene.be/

Lauzon M., Gazon J., Lefevre C., Jans |.,2023, Pouvoirs et dérives : Pour un
changement de paradigme, ALT THEATRALES, Collection ALTH.
Mazzocchetti J., 2023, Inégalités et présences des femmes dans le sect-
eur des arts de la scene en Fédération Wallonie-Bruxelles, La deuxiéme
scéne, Acte 4.
https://acte3-4.deuxiemescene.be/
Sepulchre S. (dir.), Dedonder J., de Briey Olivia, 2023, « Devant et

derriére la caméra, elles font des films » Etude des productions audio-

visuelles belges de la Fédération Wallonie-Bruxelles sur une décen-

nie, Elles font des films. https://ellesfontdesfilms.be/wp-content/



https://acte3-4.deuxiemescene.be/
https://acte3-4.deuxiemescene.be/

uploads/2024/03/EFDF-UCL Devant-et-derrie%CC%80re-
la-came%CC%81ra-elles-font-des-films-E%CC%81tude-
comple%CC%80te.pdf

F(s) was born from a spontaneous gathering on May 4, 2018 in Brussels,

following the non-appointment of a woman, again, at the head of a
theatre. F(s) is a group of human beings identifying as women or X
from the artistic and cultural sector. An intersectional gathering of
plural identities. F(s) is a movement of feminist reflection and action
which works for a cultural world free of patriarchal and colonial prac-
tices. https://f-s.collectifs.net/

Pouvoirs et dérives, 2018 -2019-2020-2021, Following the facts of

harassment and abuse of power in the cultural sector revealed in

November 2017, Jessica Gazon, Isabelle Jans, Myléne Lauzon and
Coraline Lefevrecreated the Powers and Abuses cycle in order to take
the time for collective and constructive reflection on the abuses of
powers and their abuses within of our professions. The objectives
were to identify the specificities of the sector which have led to cases
of abuse of power and moral harassment occurring and being perpetu-
ated and to collectively develop possible solutions.

https://www.bellone.be/f/pderiv0.asp

Bulgaria
Ibroscheva, E., & Stover, M., 2020. « Gender On Bulgarian
Television », The International Encyclopedia Of Gender, Media, And
Communication. https://doi.org/10.1002/9781119429128.iegmc157
Doublekova, P., 2023, « Women In Bulgarian (Post) Socialistic Theatre On
And Beyond Stage » Glasnik Etnografskog instituta SANU /71, N°3,
103-114. https://doiserbia.nb.rs/Article.aspx?1D=0350-08612303103D
Vasileva, R., Pachova, N., 2021, “Educational Theatre and Sustainable

Development: Critical Reflections Based on Experiences from the
Context of Bulgaria”. In Arts, Sustainability and Education. Yearbook
of the European Network of Observatories in the Field of Arts

and Cultural Education (ENO) pp. 97-111, Singapore. https://doi.
org/10.1007/978-981-16-3452-9 5

Croatia
Lukié, D., 2020, “Performing the Otherness”, The Routledge Companion
to Applied Performance: Volume One-Mainland Europe, North and

Latin America, Southern Africa, and Australia and New Zealand.

Cyprus

loannidou, E., Christodoulou, V., & Evangelou, E. (2022). “From ethnog-
raphy to performance: transforming interview narratives into artistic
performative acts — The project ‘Greco’ at the Buffer Fringe Performing
Arts Festival”, Language and Intercultural Communication, 22(2), pp.
155-175. https://doi.org/10.1080/14708477.2022.2038186

Czech Republic

Turzikova, T., 2022, « Gender in Czech Theater and Performance Art », In
Fifth EASTAP Conference Theatrical Mind: Authorship, Staging and
Beyond, Masaryk University, Milano, 2022.
https://www.muni.cz/en/research/publications/1857024

Denmark

Skadegard, T., 2020, “Gendered Representation in Danish Film”, In Women
in the International Film Industry. Palgrave Macmillan.
https://doi.org/10.1007/978-3-030-39070-9 7

Lerner, R., 2018, « All-Female Theater Production Team Puts On

“Denmark” », Forbes. https://www.forbes.com/sites/rebecca-

lerner/2018/07/27/all-female-theater-production-team-puts-on-
denmark/?sh=3b937fbf6af3

Estonia

Aibel, L., Simmo, K., Aadma, H., & Sippol, T., 2017, « Estonian-Theatre ».
Estonian theatre Agency, Cultural Endowment of Estonia, N°1, Tallinn,
Estonie.
https://teater.ee/wp-content/uploads/2022/10/Estonian-Theatre.pdf

Ruudi, I.,2022, « Four Women At The Top: The Self-image And Media

Representation Of Female Leaders In Soviet And Post-Soviet Estonian

Architecture », Cidades, Action! Feminisms and the spatialization of

resistances.

Finland

Scandinavia House, 2023, « Gender and Equality in the Finnish Film
Industry — Panel Discussion »,1:15:50.
https://www.youtube.com/watch?v=NoT6PtxMzRw



https://f-s.collectifs.net/
https://www.bellone.be/f/pderiv0.asp
https://doi.org/10.1002/9781119429128.iegmc157
https://doiserbia.nb.rs/Article.aspx?ID=0350-08612303103D
https://doi.org/10.1007/978-981-16-3452-9_5 
https://doi.org/10.1007/978-981-16-3452-9_5 
https://doi.org/10.1080/14708477.2022.2038186 
https://www.muni.cz/en/research/publications/1857024 
https://doi.org/10.1007/978-3-030-39070-9_7 
https://www.forbes.com/sites/rebeccalerner/2018/07/27/all-female-theater-production-team-puts-on-denmark/?sh=3b937fbf6af3
https://www.forbes.com/sites/rebeccalerner/2018/07/27/all-female-theater-production-team-puts-on-denmark/?sh=3b937fbf6af3
https://www.forbes.com/sites/rebeccalerner/2018/07/27/all-female-theater-production-team-puts-on-denmark/?sh=3b937fbf6af3
https://teater.ee/wp-content/uploads/2022/10/Estonian-Theatre.pdf 
https://www.youtube.com/watch?v=NoT6PtxMzRw 

Savolainen, T., 2020, “To Change or Not to Change? Women and Gender
Equality in the Finnish Film Industry”, In “Women in the International

Film Industry”, Palgrave Macmillan.
https://doi.org/10.1007/978-3-030-39070-9 8

France

Augereau, F., 2015, « Conditions d’entrée et criteres de sélection des forma-
tions francaises d’acteur : quels éléves pour quelles conceptions thédtrales
? », La distribution, N°7, Agén.
https://journals.openedition.org/agon/3307

Boivineau, P., 2023, « Tourisme Culturel : De la Thématisation du Genre
En Festival Aux Enjeux Esthétiques et Politiques Soulevés », Mondes du
Tourisme, no 23. https://doi.org/10.4000/tourisme.5812

Buscatto, M., Cordier, M., Laillier, J. (eds.), 2020, « La fabrique des inegali-

tés au cceur des formations artistiques », Sous le talent : la classe, le

genre, la race, Agone, n°® 65.

Chalaye, S., 2020, Race et thédtre. Un impensé politique, Arles, Actes Sud.

Collectif, 2018, Noire n’est pas mon métier, Paris, Seuil.

Collectif, 2022, #MeToo Thédtre, Paris, Libertalia.

Cukierman, L., Dambury, G., Vergés, F. (dir.), 2018, Décolonisons les arts !,
Paris, L'Arche.

Delaporte, C., Flores Espinola, A., Guittet, E., Harchi, K., Sonnette-
Manouguian, M., Talbot, C. (eds.), 2022, Dynamiques intersection-
nelles dans la production artistique/Intersectional Dynamics in Artistic
Production, Biens symboliques / Symbolic Goods [en ligne], 10.

Doyon, R., Katuszewski, P. (dir.), 2017, « Genre et arts vivants », Horizon/
Théétre, n° 10-11.

Doyon, R. 2018 [2019], Trajectoires professionnelles des artistes femmes en
art dramatique. Singularités et mécanismes du « plafond de verre »,
rapport pour l'association HF Tle-de-France.

Garneau, M.-C., 2019, « Ce qui se cache derriere la spectacularisation
du travail artistique des femmes : reflexion sur le chantier féministe du
Theéatre Espace Go », Corps scéniques, textes, textualités, Percées, (1-2).

Guide d’auto-défense pour étudiant.e.s en art :
http://lesmotsdetrop.fr/

Hamon, C., 2016, Mission sur l'égalité femmes-hommes dans le spectacle
vivant. Constats et propositions d’action, rapport pour Audrey Azoulay,

ministre de la Culture et de la Communication. https://www.maison-

egalitefemmeshommes.fr/ressource/594/514-1-egalite-femmes-

hommes-dans-le-spectacle-vivant.htm

Joudet M., 2022, La Seconde Femme — Ce que les actrices font a la vieillesse,
Paris, Premier Paralléle.

Rollet, B., 2017, Femmes et cinéma, sois belle et tais-toi !, Paris, Belin.

Thibault, A., 2020, « “Pas forcément ouvert”. Sélection genrée, raciale
et sociale a l'entrée de la section Jeu de ['école du théétre national de
Strasbourg », Sous le talent : la classe, le genre, la race, Agone, n° 65,
pp. 127-149.

Trachman, M., 2018, « L’ordinaire de la violence. Un cas d’atteinte sexuelle
sur mineure en milieu artistique », Travail, genre et sociétés, n® 40, p. 132.

Prat, R., 2006, “Mission EgalitéS”, mission pour l'égalité et contre les
exclusions, n°1, Paris.

Prat, R., 2009, “De linterdit a 'engagement”, mission pour |'égalité h/f,
n°2, Paris.

Prat, R., 2021, Exploser le plafond. Précis de féminisme a l'usage du monde

de la culture, Paris, Rue de l'Echiquier.

Germany

Beaufils, E., 2006, « Violences Sur les Scenes Allemandes », Germanica, no
39, pp. 103-115. https://doi.org/10.4000/germanica.326.

Goldmann, A.J., 2022, « For Female Directors, A Generational Shift », The
New York Times. https://www.nytimes.com/2022/03/24/theater/
women-directors-germany-claudia-bauer-christina-tscharyiski.html

Leucht, S. (Hrsg.), Paterno, P. (Hrsg.), Ullmann, K. (Hrsg.), 2023, Status

Quote. Theater im Umbruch: Regisseurinnen im Gesprdéich, Berlin,

Henschel Verlag. https://www.seemann-henschel.de/produkt/
status-quote/

McGrane, S., 2018, « At This Theater, All Of The Directors Will Be Women
», The New York Times.
https://www.nytimes.com/2018/09/27/theater/female-directors.html

Sharifi, A., 2019, « German Theatre: Interventions and Transformations ».
Critical Stages/Scénes Critiques, The IATC journal/Revue de UAICT,
Issue N° 20.
https://www.critical-stages.org/20/

german-theatre-interventions-and-transformations/
Tugwell, A., 2022, « The Art Of Patriarchy », The Berliner, 2022.
https://www.exberliner.com/politics/the-art-of-patriarchy
Vecchiato, D., 2022, « Staging Consent and Threatened Masculinity: The

Debate on #MeToo in Contemporary German Theater », In: German
#MeToo, pp. 302-18, Boydell and Brew.
https://doi.org/10.1515/9781800106055-015



https://doi.org/10.4000/germanica.326. 
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https://www.exberliner.com/politics/the-art-of-patriarchy
https://doi.org/10.1515/9781800106055-015
https://doi.org/10.1007/978-3-030-39070-9_8 
https://journals.openedition.org/agon/3307
https://doi.org/10.4000/tourisme.5812
http://lesmotsdetrop.fr/ 
https://www.maisonegalitefemmeshommes.fr/ressource/594/514-l-egalite-femmes-hommes-dans-le-spectacle-vivant.htm
https://www.maisonegalitefemmeshommes.fr/ressource/594/514-l-egalite-femmes-hommes-dans-le-spectacle-vivant.htm
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Part Three

Quantitative section

3.1. Methodology

The quantitative part of the research aims to give an idea of the gender
diversity in the member theatres of the ETC network: in the theatre teams,
among the playwrights, characters and actors in the plays programmed

(with a focus on premieres).

This section is based on the answers given to a questionnaire by the insti-
tutions that wished to participate. This year, in comparison to the compa-
rable ETC study on diversity and gender equality in European Theatres
from 2021, therefore, it was the employers (the theatres), rather that the
employees who responded to the survey. Naturally, the theatres encoded
the gender identities of their staff on the basis of their knowledge of
this information. It is possible that the socially-perceived gender does
not correspond to people’s gender identity if they did not specify it. The
figures therefore reflect the reality known to employers. The survey was

sent by email by the ETC to its members in winter 2023.

The questionnaire is divided into five sections: information on the thea-
tre’s profile, data on each establishment’s employees, data on the shows
programmed, data on the premieres, information on the political and
social context and information on the actions taken to promote diversity

within the theatre (see the questionnaire in the appendix).

Only one questionnaire was completed per theatre. This is a major differ-
ence from the 2019 research, since then it was the people employed by
ETC member theatres themselves who answered the questions for the
professional section and a quantitative content analysis was carried out
by a researcher on the theatres’ programmes for the character and author/
actress section. If they have several departments (operations, ballet,

drama, etc.), theatres were asked to focus solely on the drama department.

One final comment before developing the quantitative findings. The
results of this research should be compared with those of 2019 with
caution. Very few theatres took part in both studies. Only five theatres
that responded this year are represented in the 2019 professional section,
and the programmes of only three theatres that responded this year could

be analysed.
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Table 1
Number of participating
theatres by country

Country

Number of participating theatres

Germany

1

Greece

Italy

Latvia

Portugal

Romania

Slovakia

Slovenia

Spain

Ukraine

United Kingdom

Table 2
Type of institution

Type of institution

Number of the theatres

National Theatre 5
Regional / State theatre 3
Municipal Theatre 3
Other 2

+ Independent Company Resident at Municipal
Theatre
+ Independent theatre

Table 3

Percentage of public
subsidies of annual budget
received in 2023

28

Rate of public funding

Number of theatres

0% 1
40-49% 3
50-59% 3
70-79% 1
80-89% 3
90-99% 1
100% 2

3.2. Figures reading guide

All the graphs (including the circles) follow the same legend for present-
ing the results. Cisgender men are shown in dark blue, transgender men in
orange, cisgender women in green, transgender women in light blue and
non-binary and fluid people in purple. The legend is published either next
to or below the graph.

In the bar charts, a bar represents a theatre. They have been given an arbi-

trary number from 1to 13 so that the reader can distinguish them.

The bar itself represents the proportion of cisgender men, transgender
men, cisgender women, transgender women and non-binary people in the

teams or shows.

In the example below, theatre 13 employs just over 21% cisgender men,
76% cisgender women and 3% non-binary people. Whereas theatre 10
employs over 60% of cisgender men and just under 40% of cisgender

women.

Cis® Men . Trans® Men Cis® Women Trans® Women . Non Binary / Fluid

The data is sorted according to the percentage of cisgender men repre-
sented among the people (employees, actors, characters). The bar above
the graphs represents the theatre with the most cisgender men and the
bar below the graphs represents the theatre with the fewest cisgender

men.

Each bar is accompanied by two squares. The one on the left reveals two
pieces of information. The type of theatre (municipal, regional, national)
is represented by the colour in the centre of the square (yellow, orange,
light green and dark green). The number of tickets sold in 2022-2023 is
represented by the colour of the frame of the square: red for theatres that
sold fewer than 70,000 tickets and blue for theatres that sold more than
100,000.
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Table 4
Number of tickets sold
for drama show and average

occupancy rate during
2022-2023 season

Table 5

Diversity of
programming for the
2022-2023 season

Table 6
Gender in the directing
positions of the theatres

30

Number of tickets sold

Average occupancy rate

2,185 90%
8,799 75%
12,000 89%
16,529 85%
20,000 60%
29,715 74%
65,220 74%
118,602 77%
127,662 90%
130,000 74%
131,394 91%
133,054 72%
158,898 83%

Type of productions

Number of theatres programming it

Classical theatre 1/13
New drama 12/13
Performance/experimental theatre 10/13
Youth theatre 8/13
Other 4/13

- Music, opera, screenings, conferences...
- Contemporary dance

- Opera, ballet, concert

+ Musical-drama performances

Gender of the artistic director

Gender of the managing director

Male 9(69%) : Male 6 (46%)
Female 3(23%) :Female 6 (46%)
Other (= Cis Male / Queer) 1(8%) Other (= vacant) 1(8%)

In the example above, theatre 10 is a municipal theatre (orange) and a
major ticket seller (blue frame). Theatre 13 is a national theatre (light

green) that sold fewer than 70,000 tickets (red frame).

The square on the right corresponds to the gender of the two directors
(managing and artistic). For example, if both parts of the square are blue,
this means that both directors are men. If one part is green and the other

blue, it means that one of the directors is a man and the other a woman.

In the example above, theatre 10 is directed by two men, theatre 13 by a

man and a woman.

Each graph will be accompanied by a legend based on the colour codes.

3.3. Corpus description

Only thirteen institutions responded to the survey proposed by ETC. It
must therefore be emphasised directly that the corpus is not representa-
tive of European theatres or even of theatres that are members of the ETC
association. The conclusions we draw from the data must therefore be
read as trends that will need to be consolidated by future research. The

thirteen responding theatres come from eleven different countries.
< Table 1 - Number of participating theatres by country

Of these theatres, five are national institutions, three are regional organi-
zations and three are municipal establishments. The other two respond-

ents are an independent company and an independent theatre. »
- Table 2 - Type of institution

The public subsidies received by theatres cover various percentages of
their annual budget. The independent theatre receives no subsidies. For
the other institutions, it represents between 40 and 100% of the budget.
For alarge majority of respondent establishments, public funding accounts

for more than half of the annual budget.

> Table 3 - Percentage of public subsidies of annual budget received

in 2023
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Figure 1 o
Employment rate of people 8’8 %
in theatres in 2023

Full Time
Part Time
Figure 2
Gender diversity of
employee in theatres
in 2023
Cis® Men
. Trans® Men
52,2% Cis® Women
Trans® Women
. Non Binary / Fluid
32

The theatres that responded to the survey have very different sales figures.
There are two groups of establishments: those selling more than 100,000
tickets a year, of which there are six, and those selling fewer than 30,000,
of which there are also six. The last theatre stands between the two groups
with 65,000 tickets sold. The vast majority of theatres sell between 72%
and 91% of tickets: six have an occupancy rate between 70% and 79%,
three between 80% and 89% and three over 90%. Only one theatre did

Lless well, with a seat occupancy rate of 60%.

> Table 4 - Number of tickets sold for drama show and average

occupancy rate during 2022-2023 season

Seven theatres programme all the genres on offer in the questionnaire
and three even add others. Two theatres list three genres and three organi-
zations classify two genres. Children’s theatre is the least represented (8

out of 13 theatres programme it).

> Table 5 - Diversity of programming for the 2022-2023 season

One of the aims of asking these questions about institutions was to be
able to distinguish between theatres of different sizes. First of all, it is
complicated to construct two categories from the responses: “small”
and “large” theatres. In fact, there is no correlation between the various
elements. The level of public funding does not correspond to the type of
theatre, the number of seats sold or the variety of programming. Certain
things can be observed from time to time. For example, there is a corre-
lation between the rate of subsidy and the number of seats sold at the
extremes. In fact, the establishment that receives no subsidy is also the
one that sells the fewest tickets, and the one that sells the most tick-
ets operates solely on public funds. Secondly, given the low response
rate, we cannot statistically verify (for instance with cross-tabulation)
whether small and large theatres promote diversity in the same way. It
is possible that the small size of the corpus does not even allow us to

identify trends.

Another potentially interesting variable is the gender identity of the direc-
tion team. Here we have a contrasting landscape (Table 5). The vast major-
ity of artistic directors are men. Men are 9 out of 13 (70%), compared with
3 women (23%) and a duo made up of a cisgender man and a queer person

(8%). On the other hand, there is parity among the managing directors,
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Figure 3
Gender diversity of persons employed by each theatre in 2023 with the institutions headed by 6 men and 6 women. The position was

vacant at the time the last theatre responded to the survey.
0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

- Table 6 - Gender in the directing positions of the theatres

i 3.4. Diversity among theatre staff
As a reminder, the guide to reading the research graphs is available in the

I methodology section above.

3.4.1. Overall diversity of people employed
The responding theatres employ 1,712 people, the vast majority of whom

are full-time workers (91%). Most of this workforce is split between

P cisgender men (52%) and cisgender women (47.7%). There is only one

transgender man and two non-binary persons (0.1% each).
4

- Figure 1 - Employment rate of people in theatres in 2023

> Figure 2 - Gender diversity of employee in theatres in 2023

CiseMen [l Trans Men Cis® Women Trans®Women Il Non Binary / Fluid thirds of the teams (Figure 3). Seven institutions employ more cisgender

In the theatres that employ the most cisgender men, they represent two-

men than cisgender women (from 53% to 61%). The only one transgender

. National Theatre Less than 70 000 tickets sold Female managing or artistic director

in 2022/23 M ) - person is part of these organizations. Two establishments reach parity, or
. ale managing or artistic director
Regional / State Theatre

(] More than 100 000 tickets sold near (numbers 9 and 6 in Figure 3). Four theatres employ more cisgender

Queer/Male managing or artistic director I

Municipal Theatre in 2022/23
. . . . o
[ others [7] Arbitrary code assigned to Vacant [] women. The institution that employs the most cisgender women (76% of
(Independant company or theatre) each theatre

staff) is also the one that offers work to 2 non-binary people.

Given the small size of the corpus, it is impossible to make a statistically
reliable cross-reference between these gender diversity figures and the
type of theatres or the number of tickets sold. However, we can see that
the national institutions (their codes are inscribed in a dark green square)
employ more men. On the other hand, the more independent organiza-
tions (“other” category, in yellow square) employ more women. Municipal
establishments (in orange) seem to employ more men (except the number
12) and regional theatres (in light green) seem to employ more women.
We can also see that the institution that sold the most tickets (the square
is circled in blue) tend to employ men, while the establishments that are

smaller sellers (circled in red) tend to employ more women.

Regarding the influence the gender of the direction team (managing and

artistic directors) could have, there is no discernible trend one way or
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Figure 4

Gender diversity of
persons employed by
each theatre in 2023

Figure 5

Gender diversity

among mid-management
in theatres in 2023
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100%

80%
55,6%
60%
43,7%

20%

Full Time Part Time

Cis® Men . Trans® Men Cis® Women Trans® Women . Non Binary / Fluid

50,4%

Cis® Men
. Trans® Men

48,9% Cis® Women

Trans® Women

. Non Binary / Fluid

the other. We can simply note that the two theatres employing the most
cisgender men are directed by men. But, otherwise, we find duos of men,

duos of women and mixed duos everywhere in the rankings.
- Figure 3 - Gender diversity of persons employed by each theatre in 2023

The one transgender staff member works part-time. Non-binary people
are employed full-time. Cisgender women work more part-time than

cisgender men (9 percentage points difference, see Figure 4).
> Figure 4 - Employment rate by gender of theatre employees in 2023

3.4.2. Diversity among managers

Mid-management is also fairly evenly split between cisgender men and
women (Figure 5). However, there are no transgender men or women
heading departments. One non-binary person is employed in this type of

position.
< Figure 5 - Gender diversity among mid-management in theatres in 2023

Six theatres have more men than women in management positions (Figure
6). One establishment has no female managers. Two institutions respect
a perfect parity. Five organizations have more female than male manag-
ers. Once again, we note that the theatre with the fewest men in manage-
ment positions is also the one that offers a management position to a

non-binary person.

There is no relationship between diversity in management and the type
of institution. National theatres (dark green), regional (light green) and
municipal ones (orange) are spread throughout the ranking. On the other
hand, the two independent institutions (yellow) are the ones that strictly
respect parity for their managers. The establishments that sold the most
tickets (blue frame) had more men in managerial positions, while the thea-

tres that sold fewer tickets (red frame) had more women managers.

Another interesting point to note is that the four organizations with the
most male managers are directed by men (the gender identity of the
managing and artistic directors are symbolized by the green and blue
rectangles on the right of the Figure 6). The four theatres with the most
women and the non-binary manager are run by a mixed male/female or

male/queer duo of managing and artistic directors.
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> Figure 6 — Gender diversity of managers for each theatre in 2023

We have listed the titles of the management positions revealed by the
theatres. We have grouped together positions that appear to be identical,
but this is not always easy to do as the titles are sometimes very varied. It
would therefore be risky to analyze this list too closely. Nevertheless, the
table 6 shows some trends. Some positions are common to both genders:
production, artist management, stage management, finance, communica-
tion, administration, artistic director. Others, on the other hand, seem to
be reserved for one gender. These are the technical, lighting and sound
departments, the video/photo department, security, the cafeteria and the
general assembly, which are all male. Women, on the other hand, appear
in the youth, design and costumes, legal, human resources and festival
departments. Although some of the positions are therefore cross-gender,
there is nevertheless a gendered breakdown in the management of certain

departments. The non-binary person is Head of Theatre Operations.

- Table 7 - List of management positions

3.4.3. Diversity of the board

Nine of the thirteen theatres have a board of directors. They are all chaired
by a man. The majority of members are cisgender men (56%) and the
remainder cisgender women (44%). No transgender or non-binary people

sit on the board.
> Figure 7 - Gender diversity of the members of the boards in theatre in 2023

The boards of directors of five theatres count more men than women,
including one which is entirely male (Figure 8). Note that this is the same
theatre that has only male managers. One institution respects a perfect
parity. Note that this institution also respects parity among its employees
and managers (see before). Three boards of directors have more women

than men. For these, there is no link with management or employees.

> Figure 8 - Gender diversity of the members of boards for each theatre

in 2023



Table 7
List of management
positions
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Held by a cisgender man

Held by a cisgender woman

Technical Director

Head of Technical Department
Technical direction

Technical and stage director

Head of technical operations
Technical director, maintenance
Technical Stage Manager
Technical Maintenance Manager
Director of Technical and Production
Production Management

Head of Production Department
Production

Project manager

Curator/ project manager

Head of the production department
Chief Artist (part time)

Cast

Head of Lighting

Head of lighting designer's department (for now
serving in UAF)

Head of Sound and Video

Head of Stage Technicians and Workshops
Head of Sound Technicians

Head of Electricians

Head of the music department
Head of make-up

Head of props

Head of Supplies Dept

Head of stage management

Stage manager

Stage Manager

Head of Sales and Visitor Service
Box Office Manager

Financial Director,

Financial manager.

Accounting manager

Head of IT Management

Chief engineer

Chief Engineer

Photo and video

Head of Communication, Participation and
Development Department

Press Office Manager

Head of administrative department
Head of Administration

Security Manager

General Manager

General manager

Chief Director

Artistic Director

Head of Artistic Development
Programming Manager

Executive Director

Associate Director

Administrator

Head of the assembly department
Cafeteria

Warehouse

Head of Dramaturgy

Dramaturgy

Cast

Head of acting department

Actor’s manager

Chief Artist (part time)

Head of Stage Managers Dept

Stage managment

Stage Manager

Head of Youth and participatory section
Planning and Education Department
Head of Communication/Development
Head of Publications Dept

Head of Communication and Public Relations
Communication direction
Communication

PR

Head of PR department

Head of marketing department
External Relations and Protocol and Hall
Manager

Head of Press and Communications
Head of design (set and costumes)
Head of wardrobe

Head of Operations and Facility Management
Head of Production Dept

Production direction

Head of Producing

Associate Producer

Development Director

Head of Legal and Organization

Head of Human Resources

Head of People

Head of Finance and Purchasing

Head of Account Department
Accounting

Chief Accountant

Finance Director

Audience development

Director of Marketing and Audiences
Accessibility officer

Head of Drama and International Relations
Departments

Manager of international projects
Head of Artistic

Head of artistic operations

Manager of artistic operations
Art-manager

Executive and Artistic Director
Deputy of Executive and Artistic Director
Associate Artistic Director

Executive direction

General director

Assistant general director

Executive Director

Deputy manager

Institutional resources director
Organization

Chief Administrator

Project manager

Project manager

Project coordinator

Festivals Director

Film Festival Director

Operations Director

Director of Taking Part

3.5. Diversity in programming

3.5.1. Diversity of directors

Of the 299 shows listed by the theatres, 66% were directed by cisgender
men, 25% by cisgender women, 7% by a mixed team and 2% by non-binary
people. Only one show directed by a transgender man was programmed
by one of the theatres of the corpus and none directed by a transgender

woman.
- Figure 9 - Gender diversity of directors (season 2022-2023)

Eleven of the thirteen theatres programme shows directed by a large
majority of cisgender men. It should be noted that the institution program-
ming the most shows by cisgender men is also the one that programmed
the show directed by the transgender man. In only two establishments
did the number of shows staged by cisgender women reach at least 40%
(theatres 1 and 10). In two theatres (7 and 11), less than 10% of shows were
directed by cisgender women. In three organizations, shows directed by a

mixed team ranked second (theatres 5,7, 11).

The national theatres (dark green in Figure 10) appear to be among those
that programme the most shows directed by cisgender men, while the
regional institutions (light green) appear to programme more shows
directed by cisgender women. Establishments with lower ticket sales (the
red frame on the left in the Figure 10) tend to rank at the top of the graph

and therefore programme more shows directed by cisgender men.

If we cross-reference the data concerning the gender identities of the
stage directors with those of the theatres’ artistic and managerial direc-
tors, we can see that the institution that programmes the most shows
directed by men has two women in these positions (symbolized by the two
green rectangles on the right of Figure 10). The establishments run solely
by men (symbolized by the two blue rectangles on the right of Figure
10) seem to programme more shows directed by men. These are also the
organizations where non-binary people are fairly well represented among
the directors. The theatre that programmed the most shows directed by

women was run by two men.

> Figure 10 - Gender diversity of directors for each theatre (season

2022-2023)
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3.5.2 Diversity of playwrights

Respondents do not list the same number of shows when it comes to
playwrights. These are either errors or shows where the playwright is the
director. As the figures are not very different (295 instead of 299), we have
decided to treat them as if they were identical. Of the 295 shows listed,
67% were written by cisgender men, 20% by cisgender women, 11% by
a mixed team and 1% by a non-binary person. No theatre programmed a

show written by a transgender man or woman.
> Figure 11 - Gender diversity of playwrights (season 2022-2023)

One theatre did not list any authors (no. 10). Of the other twelve institu-
tions, ten programme a majority of shows written by cisgender men. In
the two remaining establishments, one programmes a third of shows writ-
ten by cisgender men, a third by cisgender women and a third by mixed
teams (no. 13). The last theatre programmes a majority of shows written by
cisgender women, then by mixed teams and finally by cisgender men (no.
12). Generally speaking, shows written by cisgender women are in second
place, with the exception of theatres 5 and 11, where mixed teams are in
second place, and theatre 7, where shows written by cisgender women and

mixed teams are equal.

National theatres (dark green in Figure 12) appear to be among those that
programme the most shows written by cisgender men, while municipal
institutions (orange) appear to programme slightly fewer shows written by
cisgender men. The establishments that sold many or fewer tickets were
distributed throughout the ranking, which suggests that this variable is

not significant for the diversity of the authors of the shows.

The variable of the gendered identities of managing and artistic directors
does not seem to have any influence either. On the other hand, we note
that the theatres that programmed the most shows written by men had
male artistic directors (the rightmost blue rectangle in Figure 12). Theatre
no. 8, directed by two women, programmed three quarters of shows writ-

ten by men.

> Figure 12 - Gender diversity of playwrights for each theatre (season

2022-2023)
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3.5.3. Diversity of lead characters

For this section, we had to exclude the results for four theatres. This was
because the number of shows coded was very different from the number
coded in the previous two sections. We believe that people coded each
main character (the unit of recording was therefore the character) and not
all the characters in a show (where the unit of recording would be the
show). As the coding principle probably differed from other parts of the
research and from other theatres, these results cannot be put on the same
footing. On the other hand, we have kept the coding from one theatre or
another that differed slightly, because it was clearly an error (for example,
the omission of a show) that did not call into question the coding princi-

ple and did not bias the overall results.

There is arelatively even split between three categories. The main charac-
ters are either groups made up of characters with various gendered iden-
tities (39%), cisgender women alone or in a group (31%), then cisgender
men alone or in a group (29%). There are no transgender male or female

characters in any of the shows presented during the 2022-2023 season.
- Figure 13 - Gender diversity of the lead characters (season 2022-2023)

For the theatre that features the most cisgender men, the number of
shows led by this type of character represents 45.5%. For the institutions
featuring the most cisgender female characters, this figure rises to 42.4%.
Groups led up to 59% of shows in the establishments that used them the
most. Only one theatre featured non-binary characters, 3 in all (represent-
ing 27.3% of the protagonists at this institution). Finally, one organization

staged only groups.

The latter is the case of an independent theatre (shown in yellow in Figure
14). Apart from this remark, the types of institution do not seem to be
oriented towards a particular type of character. The conclusion is identical
for small and large ticket sellers (in red and blue in Figure 14). Men run the
theatres that feature the most men (in blue on the right of the graph) and
women tend to be positioned towards the bottom of the graph where the
types of characters are more balanced. But it is men who run the institu-

tion that only presents groups.

- Figure 14 - Gender diversity of lead characters for each theatre

(season 2022-2023)
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3.5.4. Diversity among the actors and actresses
For this section too, we will only consider data from nine of the thirteen

theatres, for the same reason as in the previous section.

We don’t get quite the same figures as for characters. This is, of course,
because an actor or an actress may play a character of a different gender.
Overall, however, we find the same breakdown as for the characters: mixed
groups, cisgender actresses and cisgender actors among the companies.

No transgender comedian played a role during the 2022-2023 season.
- Figure 15 - Gender diversity of actors (season 2022-2023)

Although the figures are slightly different from the characters, the over-
all results do not change at all. For the theatre featuring the most cisgen-
der actors, the number of shows led by these actors represents 45.5%.
For the institution with the most cisgender actresses, this figure rises to
42.4%. Groups led up to 59% of shows in the establishment that used
them the most. Only one theatre offered non-binary actress, 3 in number
(who represented 27.3% of the comedian in this institution). Finally, the
organization that only stages groups of characters, indicates that one third
of the shows are interpreted by cisgender actresses. This is possible if the

actresses play several roles, for example.

Regarding the hiring of actors, we can see that the variables of type of
theatre, but above all the number of tickets sold and the gender of the
management seem to have an influence. Independent institutions and
municipal establishments employ the largest number of cisgender
actresses and non-binary actors. Regional theatres, on the other hand,
employ the more cisgender men. The smallest ticket sellers employ more
cisgender women and non-binary actors and the biggest ticket sellers
employ more cisgender men. Theatres run solely by men employ more
cisgender actors (except for the independent institution) and establish-
ments run solely by women employ the fewest. Organizations run by a
mixed management team are in the middle. It is in one of these theatres

that non-binary comedians are employed.

- Figure 16 - Gender diversity of actors for each theatre
(season 2022-2023)
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3.6. Diversity in the premieres

Of the 299 shows listed by the respondents, 133 are premieres. In this
section we will check whether there is greater diversity in the shows over
which they have more control. The following figures therefore relate to
fewer shows, those created in the theatres in 2022-2023. We will see
that premieres are slightly more often directed and written by cisgender
women and that mixed groups of characters and actors and actresses are
more frequent than in programming in general. But the difference remains

insignificant, especially if we remember that the corpus is very small.

3.6.1. Diversity of directors of the premieres

The premieres are more often directed by cisgender women (up from 25%
to 30%) and non-binary people (up from 2% to 3%), and less often by
cisgender men (down from 66% to 60%) or mixed groups (up from 7% to

6%). The only show directed by a transgender man is a premiere.

- Figure 17 - Gender diversity of directors of the premieres

(season 2022-2023)

Eight theatres programme productions directed mainly by cisgender men.
For the two institutions programming the most shows by men, the figures
are higher than for all the shows studied in the previous section (90 and
83% compared to 7 and 77% for all shows). Five establishments respect

gender parity or give more room to women directors and mixed groups.

Here we see less influence from the type of theatre, the distinction
between small and larger box-office sellers or the gender of the directors.
The two institutions programming male productions are run by men, but

in third and fourth place are theatres run solely by women.

> Figure 18 - Gender diversity of the directors of premieres for each theatre

(season 2022-2023)

3.6.2. Diversity of playwrights of premieres
The theatres list one show more than for the directors. This may be an
error or a show that did not have a director (or where the playwright took

on both roles).

The results are identical to those for directors. Of the 134 productions

listed, slightly more were written by cisgender women (up from 20% to
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22%) and non-binary people (up from 1% to 2%) than by cisgender men
(up from 67% to 65%). The number of shows written by mixed groups was
identical. No theatre programmed a show written by a transgender man or

woman.

- Figure 19 - Gender diversity of playwrights of premieres
(season 2022-2023)

The results for premieres are very similar to the overall results for authors.

One theatre did not list any authors (no. 10). Of the other twelve institu-
tions, eight programme a majority of plays written by cisgender men. In the
four remaining establishments, one programmes a third of plays written
by cisgender men, a third by cisgender women and a third by mixed teams
(no. 13). The last theatre programmes a majority of productions written by
cisgender women, followed by mixed teams (no. 12). Generally speaking,
premieres written by cisgender women are in second place, except for thea-
tres 2,9 and 11, where mixed teams are in second place, and theatre 6, where

productions written by cisgender women and mixed teams are equal.

The national theatres (dark green in Figure 20) seem to be among those
that programme the most premieres written by cisgender men, while the
municipal theatres (orange) seem to programme slightly fewer produc-
tions written by cisgender men. The establishments that sell the most
tickets tend to programme premieres written by men, while those that sell

the least are at the bottom of the ranking.

The variable of the gendered identities of the managing and artistic direc-
tors also seems to have an influence. Theatres run by men programme the
most original productions written by men. Whilst institutions run entirely
or partly by women are at the bottom of the ranking. Once again, theatre

no. 8 is an exception.

> Figure 20 - Gender diversity of playwrights of the premieres for
each theatres (season 2022-2023)

3.6.3. Diversity of lead characters in the premieres

As in the previous section, for this part we had to exclude the results
for three theatres. This is because the number of shows coded was very
different from the number coded in the two previous sections (see point

4.3 for the full explanation).
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In relation to the overall figures for the shows, we can see that the
premieres mainly feature mixed groups as the main characters (up from
39% to 47%). In second place are cisgender women (from 31% to 28%),
followed by cisgender men (from 29% to 26%). There are no transgender

male or transgender female characters in the 2022-2023 season.

< Figure 21 - Gender diversity of lead character in the premieres

(season 2022-2023)

The results for each theatre are not fundamentally different from those

for the shows as a whole.

In the theatre that features the most cisgender men, the number of
premieres led by this type of character represents 50%. In the institu-
tion that features the most cisgender female characters, this figure rises
to 50%. This is the same establishment. Groups account for up to 75% of
creations in the theatre that uses them the most. Two institutions feature
non-binary characters, 2 and 3 in number (representing 22 and 27% of the
protagonists in these establishments). Finally, one theatre did not feature

any cisgender male characters in its productions.

Municipal and regional theatres programme fewer productions lead
solely by cisgender male character. These establishments also sell the
fewest tickets. National institutions are more towards the top of the table.
We can see that the establishment that respects perfect parity between
cisgender male and female characters is an independent one. Its profile
is similar to that of the institutions that stage the fewest cisgender men.
Theatres run by men programme more premieres lead by male characters.
Institutions that have at least one woman director have a more diverse

range of characters.

- Figure 22 - Gender diversity of lead characters in premieres for each

theatre (season 2022-2023)

3.6.4. Diversity of the actors and actresses in the premieres
For this section too, we will only take into account data from ten of the

thirteen theatres, for the same reason as in the previous section.

We do not obtain quite the same figures as for the characters. Indeed,

an actor or and actress may play a character from another genre. Overall,
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however, we find the same breakdown as for characters. Compared to the
shows, the original productions feature more mixed groups (up from 42%
to 47%) and non-binary actors (up from 1% to 4%), to the detriment of
cisgender actresses (down from 30% to 25%) and cisgender actors (down
from 27% to 24%). No transgender actor played a role during the 2022-
2023 season.

> Figure 23 - Gender diversity of actors in premieres

(season 2022-2023)

Although the figures are slightly different from the characters, the overall
results do not change at all. For the theatre that features the most cisgen-
der actors, the number of premieres lead by this type of actor represents
50%. For the institution with the most cisgender actresses, this figure rises
to 50%. This is the same the establishment that respects gender parity
between men and women but without having actors of other genders.
Groups account for up to 75% of premiere in the theatre that uses them
the most, which is much higher than the figure for groups in shows in
general. Two institutions included non-binary comedians, 1 and 3 (repre-

senting 11 and 27% of actors), in their premieres.

About the gender of the actors and actresses in the premieres, we can see

that the comments made for the characters also apply.

Municipal and regional theatres, establishments that sell fewer tickets and
institutions run by at least one woman programme premieres featuring a
more diverse range of actors and actresses. National theatres, which sell
more tickets and are run by men, are at the top of the table, thus employ

more cisgender actors.

< Figure 24 - Gender diversity of actors in the premieres for each

theatre (season 2022-2023)

3.7. Factors that promote or hinder
diversity in the country and in theatres

The final section of the questionnaire contained a number of open ques-
tions about the political and social contexts that can influence diver-

sity in theatre teams and programming. It was also an opportunity for
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establishments to list measures and actions developed with a view to
increase diversity. The aim of this section was to give readers ideas for

good practice to implement internally, external levers that could help

them in their diversity policies or unfavourable elements to watch out for
in the social context. The small number of responses does not meet the
Cis® Men initial ambition. However, these subjects were discussed during the inter-

views and will therefore be presented in the qualitative section.
. Trans® Men
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3.7.1. Elements promoting diversity in the political and

Trans® Women social ConteXt
28% B Non Binary / Fluid Eight participating theatres consider that there have been elements that
have promoted gender diversity in their country. These elements can be

. Mixed team

divided into three groups.

Firstly, some theatres pointed to legislative changes. These were either

Figure 22 laws in favour of equity in general, or laws promoting equality in the work-
Gender diversity of lead characters in premieres for each theatre (season 2022-2023) . . .

place. They mentioned laws on equal pay or a law changing the way direc-

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100% tors of cultural institutions are hired. One respondent also mentioned a

D6 court ruling (without specifying which one).

Many respondents cited elements that originated in the theatre or artis-

tic sector itself. Some mentioned codes of conduct that had been created

or a general reflection within the sector about the under-representation
of gender minorities. Others point out that demands and pressure from
artists’ unions have borne fruit. Artists’ demonstrations have also contrib-

uted to change. One respondent mentioned an individual protest that

ended up mobilizing a wider audience. In 2023, during a performance of

the play Tudo Sobre Minha Mae, a transgender woman invaded the stage

to protest because the person playing a transgender woman was not

transgender. This was followed by demonstrations across the country

"HI||\|

calling for transgender characters to be played by transgender actors. The

actor was replaced by a transgender actress.
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in 2022723 aware. One institution shared that a series of rapes and feminicides in the
Regional / State Theatre n Male managing or artistic director
[T More than 100 000 tickets sold a i o 1 country had raised social awareness and put gender issues on the social
ueer/Male managing or artistic director

Municipal Theatre in 2022/23 . .
vacant [] agenda. Others mentioned #metoo, demonstrations and flash mobs. One
D Others |I' Arbitrary code assigned to . .
(Independant company or theatre) each theatre respondent says that the coming-out of several celebrities has shaken

things up.
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Figure 23

Gender diversity of
actors in premieres
(season 2022-2023)

3.7.2. Factors hindering diversity in the political and social
context
Six participating theatres consider that there have been elements that

have disadvantaged gender diversity in their country.

Cis® Men These respondents stress that the traditional structures of society persist.
These are historical inequalities (one institution explicitly referred to the

. Trans® Men
Soviet era) that are difficult to change. These traditional structures can
Cis? Women also be found in the theatre sector and are just as difficult to change.

Trans® Women

B Non Binary / Fluid A number of respondents also mentioned homophobia, biphobia,

- transphobia and sexism on the part of society and political repre-
Mixed t
ecrem sentatives. One respondent felt that these attitudes were also wide-

spread among colleagues over 40 in the theatre sector. Finally, one

person mentioned the murder of a drag performer and queer activist

Figure 24 as a factor that hindered diversity but did not explain further about the
Gender diversity of actors in the premieres for each theatre (season 2022-2023) . . .
consequences this crime had on the cultural sector. s it because queer

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100% performers censured themselves? Is it because theatres now hesitate to

Pe programme queer artists for security matters? |s it because the cultural

context is more tense?

Working conditions in the cultural sector also have an impact. For exam-
ple, one person pointed out that the precarious status of women artists

and theatre professionals in general does not encourage equality.

Finally, geopolitical events also have an impact. The war with Russia is

reducing the number of men in theatres because they are mobilized in

Ukraine. A terrorist attack in 2022 targeting LGBTQIA+ people prompted

the Slovak government to tighten laws and establish some form of censor-

ship on the media and cultural organizations.

il

3.7.3. Elements promoting diversity in theatres themselves

Cis*Men [ Trans® Men Cis® Women Trans®Women [ Non Binary /Fluid [l Mixed Team Eight theatres have developed initiatives to promote diversity among the

people they employ.

. National Theatre Less than 70 000 tickets sold Female managing or artistic director

Regional / State Theatre in2022/23 Male managing or artistic director

)

[T More than 100 000 tickets sold a i o 1 Several theatres developed a strategy plan to promote women's careers.
ueer/Male managing or artistic director

Municipal Theatre in 2022/23 . . . . .. . .
V. 0 The measures cited include improving hiring processes (sometimes moni-
D Others |I' Arbitrary code assigned to acant
y 34 . .
(Independant company or theatre) each theatre tored by female observers), setting a quota of at least 33% women in each

team within the institution, drafting a code of ethics, and establishing

salary scales based on positions rather than gender. Some establishments
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go as far as hiring a diversity officer or creating a position of gender adviser

for the artistic director.

Training, awareness-raising and/or networking are also part of the meas-
ures taken. For example, one theatre mentions the creation of regular
meetings or events by and for women and queer people. Another estab-
lishment organized discussions on sexism, LGBTQIA+ issues and #metoo,
and took part in the pride festival. Another institution has set up confer-
ences and workshops for employees. These training sessions are some-
times organized in collaboration with external organizations such as the

German Woman Council or Human Rights Education.

Seven theatres have developed measures to promote diversity in manage-

ment and executive positions.

For the most part, the measures are identical to those described for
employees. Strategic plans, codes of ethics, 33% team quotas and train-

ing, for example, also concern management.

One theatre has developed specific workshops for managers, raising their
awareness of national laws on diversity and inclusion, such as the General
Equal Treament Act (AGG) in Germany. In this institution, women'’s repre-
sentatives are regularly consulted, particularly during recruitment. This
establishment underlines that it is increasingly interested in and thinking

about sustainable development.

In another theatre, the artistic director has come out of the closet in a
bid to encourage artists, employees and members of the public to, quote,

“experience their authentic selves”.

Ten theatres have developed initiatives to promote diversity in their

programming.

Several theatres have deliberately programmed shows that address issues
of gender, diversity and equality. Sometimes this involves a policy of
numbers. For example, two institutions reported that they were making
an effort to programme more shows on these themes and more women'’s
shows. One of them even pointed out that the 2022-2023 season was
the first to programme more shows directed by women than by men. Two
establishments mentioned a show on LGBTQIA+ issues that they had

produced and promoted.

Sometimes this is coupled with a focus on diversity among the artists
presenting these shows. For one of the shows on LGBTQIA+ issues
mentioned above, the theatre invited a non-binary director to produce
it. It will be performed by professional and non-professional LGBTQIA+
people.

Sometimes this becomes a real programming strategy. One theatre has
recently hired a new artistic director who is introducing a new direction
in programming. Another institution says it is developing a plan to better

reflect gender diversity in programming.

A number of theatres are developing initiatives for their staff. These
include themed events, on days such as International Women's Rights
Day. Another institution is trying to set up an internal project to raise

employees’ awareness of these issues.

Finally, one theatre used inclusive language for the first time in its call for
applications, inviting male, female and non-binary directors and artists to

apply, and in the promotional material for the programme.
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Part Four

Qualitative section

4.1. Introduction

The aim of the study is to describe gender relations in the performing arts
sector in Europe, based on the ETC’s network. In this report, we mainly
develop the questions raised in the quantitative study about the factors
that promote or hinder gender equality, equity and parity in the coun-
try and in the theatres. The aim is also to highlight the experiences and
concerns of the participants of the study, in order to see both conver-

gences and divergences depending on the context.

In this report, we use the notion of “gender” in the constructivist accepta-
tion given by Judith Butler in her book Gender trouble!. According to the
author, biological sex is itself socially constructed. In other words, sex is
understood based on the social dynamics. Although gender and sex are
socially constructed, they exist materially and produce norms. According
to the author, gender produces discourses that construct sex as some-
thing natural. In her book, Butler theorizes the “performativity of gender”.
By stating the child’s sex at birth, a performative statement is created,
a situation that produces constraints and performances on the person
concerned. In other words, for example, a child who is born and desig-
nated by a particular discourse as “male” will have to submit to the norms

and performativity of the “male” category.

Gender, then, is an effect of discourse and power carried by institutions.
According to the author’s analysis, to be a “man” or a “woman” implies a
need to repeat all the time, every day, attitudes considered “masculine” or
“feminine”, which allows us to describe and analyse gender stereotypes
and the way they come to structure, in this case, the performing arts sector.
Therefore, in the report we understood “gender” as the product of norms
embodied in performative discourses. For examples: “a real man doesn’t
cry”,“a real woman likes having children”, etc. Performance is internalized
and subjugated. The performance that reproduces gender is therefore
always at the same time performative. Butler, inspired by Foucault, makes

gender an effect of power.

According to Nicole Claude Mathieu? (2014), these categories are

social constructions developed to organize and control social relations

1 Butler J., 2006, Gender
trouble, Routledge (first

edition).

2 Mathieu N-C., 2014,

L'’Anatomie politique 2, Paris, La

dispute.
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3 Sepulchre S., 2021, Dis c’est
quoi le genre?, La renaissance

du Livre.

4 All the interviewees are

members of ETC who gave us

their contact and the authorisa-

tion to contact them.
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and power relationships. These dynamics of categorization imposed by
social structures and cultural institutions maintain and reproduce gender

inequalities.

Moreover, in the interviews we conducted, our interlocutors addressed
both issues related to feminism and femininity. Those two concepts
are not to be confused. Feminism refers to social and cultural political
movements that aim to promote equality between people and combat
gender-based discrimination; whereas femininity refers to predefined
characteristics, behaviours and appearances attributed to people catego-

rized as women.3

4.2. Methodology

The qualitative part of the research, based on 22 biographical interviews*
(19 women and 3 men; based on gender self-declarations), aims to delve
deeper into questions of gender diversity in the performing arts sector
from the perspective of lived experience. Based on the testimonies gath-
ered, the aim is to highlight crosscutting issues and important questions.
More specifically, these in-depth interviews enabled us to:

» Examine the careers of women artists at the crossroads of power rela-
tions, and to identify the difficulties and resources encountered.

» Describe and understand how, through their discourse and practices,
institutions play a part in reproducing and/or transforming social rela-
tions of power.

» ldentify some actual transformations of the sector about inclusivity
and some levers for change.

» Place an emphasis on experiences from people working in theatre in

countries or roles that have typically been overlooked.

The discussions were facilitated in English by Visio conference, based on
an interview guide that had to be adapted to each profile, which were very
different, and to each context (institutions, country...). Our rigour criteria
were based mainly on the cross-referencing of data, the plurality of view-
points gathered, and the collaborative dynamic of our study. We made the
choice of anonymity in consultation with the interviewees, in an environ-
ment where, on the one hand, everyone knows each other from near and
far, and where, on the other hand, networks and reputations play a key
role in careers. For this reason, we will not mention people’s names, but

rather their function and/or the part of Europe (sometimes the country)

from which they share their experience and expertise. Most interlocutors
were mid-career, in their forties. A few were in their early thirties and a

few over fifty.

The interview guide included the following themes and questions:

a) What is your professional trajectory (from the choice of studies
to the positions you currently hold) in the performing arts sector?

» What opportunities/supports have you encountered during your
professional trajectory?
» What obstacles have hindered your trajectory and goals?

» Concrete examples of the opportunities/supports and obstacles.

If the term “discrimination” is mentioned, explore this aspect further.

As a woman in theatre, how do you experience gender (in)equality?

» How do you experience discrimination/inequality in your daily life?

» Have you experienced discrimination in your professional career?

» Have you done anything (during your career) to fight gender inequality?

» Has this had any impact on your career?

Some studies have shown that women having positions of responsibility
are not always considered (by society, the board of directors, the political)
as legitimate (or even competent) in that position. As a director, have you

ever had to face up this kind of questioning?

» Do you think gender equality/inequality issues influence artistic
creation?

» Does being a woman/man/non-binary (etc.) influence your art? And/or
your perception of art?

» Concrete examples?

» Do you have any project that you consider to be innovative or on the
edge? Which one?

» What are the projects that you would like to share as part of this study?

» Which projects have been the most difficult to set up?

Managing private and professional:
» How do you manage your private and professional life?

» If relevant, parenthood/maternity issues
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b) If director position/stage director position:

» Can you share your experience in the field of directing?

» Can you share your experience in the field of stage directing?

» As a female director or stage director, do you feel a responsibility to
advocate for solutions against gender inequalities in the sector of the
performing arts?

» What kind of funding do you have access to (private, public, details -
ongoing, project-based)?

» How has the accessibility to funding been? Glass ceiling?

c) What management and team animation methods have you

implemented?

» Heritage versus changes

» How does decision-making take place within the theatre/the
institution?

» As a director/stage director, how do you envision the daily manage-
ment of your team?

» How would you describe the hierarchical relationships within the
team?

» Have you encountered challenges as a director/stage director within

your team?

d) Gender equality:
» How do you perceive the issue of equality between men and women in
a general sense?

» 1 Be mindful of non-binary considerations

Bias and stereotypes:

» Can you describe how gender stereotypes can influence professional
opportunities at different levels, whether as actress or as director, etc.
depending on your background?

» Concrete examples

Then specifically in the Theatre World?

» Do you believe that gender equality should be a central concern in the
performing arts? Yes or no, and why?

» Is it one of your main concerns as director?

» Link with personal trajectories

e) How would you describe the current landscape of artistic direc-

tion in European theatres? (Focus on gender-related issues)

» What specific actions do you think should be implemented?

» What potential barriers exist against concrete actions to address
gender inequalities?

» Are you aware of initiatives or public policies aimed at promoting
equality in your country/region? How do you perceive them?

» What are the obstacles to overcome to achieve a greater equality

between men and women in the theatre sector?

4.3. Study participants

- Table 8 - Country and Institution
- Table 9 - Functions in the theatre (in brackets: people who
have several functions)

- Table 10 - Number of people from the country who participated

4.4 Historical and contextual dimensions

Our research took place in various European countries. We interviewed
22 people from 12 different countries, all members of ETC. Each inter-
view revealed different contexts, experiences and priorities, influenced by
the specific history of each country. This makes it difficult to formulate

uniform recommendations.

The relationship with public policies, in particular, is necessarily histori-
cally situated. In certain contexts, fear is expressed about the possibil-
ity of state intrusion into management methods (imposing, for example,
gender equality quotas in certain positions). Concretely, that this kind
“state intrusion”, as named by the interlocutors, would open the door to
control over content and commitments, and to a loss of freedom already
experienced in the past. We were able to observe a still vivid memory of

certain events in the interviews with our interlocutors.

4.4.1. National roots and relationship with Europe

All our interviewees were keen to situate their comments in relation to
the specific history of their country in terms of gender relations (patriar-
chy, influence of religious referents, political regimes...). These specific

roots have also guided our reflections on the relationship between public
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Table 8

Country Name of the institution
Country and Institution

Croatia Not mentioned

Serbia National Theatre Belgrade

Slovakia Slovak National Theatre

Austria Freelance

Cyprus Independent director

Romania Marin Sorescu, National theatre of Craiova

Romania Independent director

Germany Deusches Theater

Italy Teatro Stabile di Torino

Latvia Dailes Theater

Greece National Theatre of Greece

Ukraine Lesia Ukrainka Theatre

Portugal Teatro Stabile di Torino, National Theatre
Table 9 ) ) .

Function Number of people with several functions

Functions in the theatre (in
brackets: people who have
several functions)

68

Theatre director 4
Artistic director 2
Stage director m
Program director / Programming 4
Playwright 2(2)
Dramaturgy assistant 4

Actress/Actor

1M

Project manager

International relations manager

1M

Audience mediator

Responsible for women's representative body

1(M

Communication manager

Total

22 (Adding = 28)

policy and the regulation of issues of inclusion and parity in the perform-
ing arts sector. Reflections on the question of freedoms (of expression,
creation, management, etc.) in particular are rooted in past and/or rela-
tively contemporary experiences, such as communism, wars and dictator-

ships. European history must therefore be written in the plural.

For example, when it comes to concerns about contemporary theatre in
Ukraine, war is immediately a given. Despite the conflict, Life in the thea-
tre goes on, but the war has multiple impacts, as our interlocutor from this

country explained to us:

“Our theatre worked as a shelter for internally displaced people and also,
we organized buses which people used to come to the Polish border from
Lviv. Because Lviv was a big humanitarian centre, when the full-scale inva-
sion started, people from the eastern part of Ukraine came here, and we
needed to find a way for them to stay, or to go on to the West.(...) Also, we
continue doing a lot of voluntary work to support our defenders, our army
and people who lost their homes because of Russian aggression. Four of my
colleagues and our colleagues became Ukrainian defenders; it is 12 of our
actors, one of our lighting designers and one of our sound engineers. They
Jjoined the Ukrainian Armed Forces and now defend us on the front line.
(...) Very often, we need to stop our performances when the alarm goes
off. Every time we need to go to a bomb shelter with all our people. So, of
course, the situation changed our work”.

— Interlocutor from Ukraine

Our interlocutors also shared with us stories of historical events that have
shaped, and continue to shape, specific practices in their theatres. An

interlocutor from the East of Europe explains:

“Obviously, my country is very close to Russia, and we have very difficult
relationship with Russia, especially, | mean, we were occupied by them
twice, and this kind of machismo of this very strong masculine figure,
(...)was especially dominant during the Soviet times. (...) It's a kind
of quasi-traditional family structure, in which the male is the breadwin-
ner, and there is always action, direction, and the woman is always more
inert, or she’s preserving, you know, all the stereotypes. In our societies,
this is still present. (...) or the method, or the tradition, about this kind of
genius who came, who tortured, but did and made good art. (...) The artis-
tic genius who can shout and demand and be possibly physically abusive,

and it’s fine, because it’s part of the process”.
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Table 10
Number of people from the
country who participated
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Country Paticipating people
Croatia 1

Serbia 1

Slovakia 3

Austria 1

Cyprus 1

Romania 2

Germany 4

Italy 3

Latvia 1

Greece 3

Ukraine 1

Portugal 1

Total A total of 22 people took part in the study

On his side, an interlocutor from the South of Europe explained:

“After the dictatorship, one of the heritages was silence. They say it a
lot here. They have this cultural thing of ‘Don’t talk about things and be
quiet’, because it was the silent dictatorship. You never knew if your neigh-

bour was a spy”.

Those extracts illustrate how history and national traumas have shaped
attitudes, notably, in Southern and Eastern Europe. These experiences,
though past, continue to influence the way societies think and live today
reflecting the complex dynamics of collective memory. These experi-
ences have left their mark on the basic needs that our interviewees claim.
One of them,who works in a Theatre in Eastern Europe, expresses her fear

of state interference in Theatre programming:

“We have artistic integrity. We are also strongly against any kind of
institution that gives us money to determine what kind of things we
should say. However, we support European values, but | think that espe-
cially for artistic institutions, your actions, your programming, everything
that you say..., it shouldn’t be affected or determined by specific institu-

tions that are giving you money”.

The choice of vocabulary used by our interviewee is important to note.
She doesn’t use the term artistic freedom, but rather integrity. The word
“integrity” is in itself charged with history. Integrity refers to the moral and
ethical quality of an individual. Whereas freedom refers to the ability to

act, think and express opinions without external constraints.

Moreover, depending on the context, issues of gender discrimination may
not appear to be a priority. In Cyprus, for example, the most pressing issue
for our interlocutor seems to be the recognition of the status of artist for
both men and women. It would enable them to work in a less precarious
daily life:

“I listen to all the Scandinavians and Germans, and | laugh sometimes,
because for us, gender is like the least of our problems. | mean, | don’t
want to downgrade it, because it’s obviously important, but first, we need to
be able to make theatre and to be funded. (...) There are major structural
issues, major identity issues for artists, because it's like, we're all consid-
ered to not really be doing anything important. So, this is the first thing

in our agenda, to be visible as artists and as working in art”.
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5 Tarana Burke launched the
movement in 2006. She was
working with disadvantaged
people in New York. She
wanted to show victims that
they were not alone (https://
metoomvmt.org/get-to-know-

us/tarana-burke-founder/). A

few years later, the movement

gained international momen-
tum following the #Me-too
hashtag launched by actress
Alyssa Milano in connec-

tion with the Weinstein affair,
inviting victims of harassment,
sexual assault and rape to free

their word. On the historicity of

these movements and the invisi-

bilisation of Afro-descendant
women in struggle, read in
particular Onwuachi-Willig A.,
2018, “What about #UsToo?
The Invisibility of Race in the
#MeToo Movement”, 128, Yale
Law Journal Forum, 105-120.
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The relationships with Europe, situated in specific historical and contem-
porary contexts, also influence the national dynamics in terms of polit-
ical orientations about gender. Both self-perceptions as Europeans and
concerns about self-image within Europe seem to have impact on deci-

sion-making, as one of our interlocutors from the East of Europe said:

“From our generation, we have this perspective about being actually in
between these two worlds, in between these two empires, always having to
adapt as people, as nation. (...) We are second-rank citizens, (...) some-
times it's our fault; sometimes it’s the society that’s not going as fast as
we should be. So, this is kind of a struggle about who we are in this bigger

frame”.

Another interlocutor from the South of Europe explains: “We have to show
that we are progressive”, insisting on this staging aimed at European part-

ners and more broadly in terms of image on the European political scene.

4.4.2.#Me-too and the impact of feminist struggles

Our research took place following the singular space-time of liberation
and visibility of women’s and minorities speech on issues of ordinary
sexism, sexual harassment and assault via the #Me-too movement? as
well as the various movements of claims, creations and critical thoughts in
the associative, artistic and academic fields on racial and decolonial issues.
This momentum had a strong influence on the discourses and practices
of protest in the performing arts sector. The new visibility and scope of
these movements, notably via social networks, but also new collectives of
struggles formed, are part of the context of our survey. Of course, depend-
ing on the country, the movement has not had the same scale in terms of
mobilization and impact. In several countries, however, studies have been
carried out, changes have taken place within cultural institutions and in
some cases, public policies on gender equality issues have been put in

place (or reinforced if they already existed).

Allthe interviewees highlighted the correlated impact of #Me-too move-
ments, social mobilisations, research as factors of awareness and change.
For example, several interviewees pointed out that answering the ETC
questionnaire (the quantitative part of our study) and going through the
interview process had given them food for thought and, in some cases,
made them aware of how far they still had to go in terms of equality and

non-discrimination.

“Yes, | definitely think that the exposure of the studies, the Me-too move-
ment, all of these things, that there is just a very, more of a keen awareness”

— Interlocutor from Austria

“We've been talking about gender equality at our artistic councils, which
are taking place weekly. Obviously, we are noticing, if we're thinking about
certain artists, directors, set designers, or choreographers, that they are
predominantly male. Then we start to trigger ourselves and the same
applies in terms of the selection of dramaturgy. After this survey, very
obviously we don’t have very good statistics... | know, but we now try to
have a more nuanced way: what are the characters that are represented,
what kind of problems, what kind of demographics they’re representing.
We are more aware and there is a shift in terms of our current composi-
tion of people that are in the decision-making at the artistic council; our
agenda and ideas are a bit more nuanced.”

— Interlocutor from Latvia

The #Me-too movement is also presented as part of generational issues,
which we’ll come back to later, in the meaning of age (the “younger gener-
ations” having a heightened awareness of inequalities and, for the most
part, a thirst for change) and of momentum (international convergences

on the subject).

“The beginning was the Me-too debate: concerning sexual situations,
creating visibility for women, for victims of abused. This created move-
ments that are more progressive. And obviously, it led to a questioning of
the status quo. How are we living at the moment? And | think there is also
maybe a generation thing. There are new people who are in charge now”

— Interlocutors from Germany

This “momentum”, in line with what was set out in the previous point, is
also driven by the need for the sector to appear “modern” and “progres-
sive”. The idea is to show a great image, particularly towards partners on the
international scene, with a relative consensus, despite divergences, on the

need to take the issues made visible by the #Me-too movement seriously.

"And that also meant that more and more people were demanding change
and starting to debate. Also, like a debate about culture in organizations.
What is having a modern culture in an organization?”

—Interlocutor from Germany
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The visibility of violence has an impact on the reputation of individuals,
teams and, more broadly, institutions, which then becomes a potential

tool in support of change.

“And also, it’s important to say that theatres also talk to each other and
people who work at the theatre are talking to other people working in
other institutions. So, in the last years, there have been a lot of situations
that got public where things got wrong in theatres. And there was also a
lot of public outrage. It was a wave of outrage, and the problems were
suddenly discussed openly. And that meant that the Senate, as the higher
level of power responsible for these institutions, didn’t have a choice. They
had to think about how to deal with these problems”.

— Interlocutor from Germany

OfF course, our interlocutors have emphasized the fact that societies are
plural, made up of positions that are sometimes widely opposed, traversed

by power relations. It's all about struggle.

“Of course, there are still conservative forces, conservative people who
want to get back to how the situation was before. But in the end, the voice
of the people who protest or who are even victims of the systems, they
get louder.”

— Interlocutor from Latvia

“Of course, before Me-too, there had already been discussions: why does
this woman have to be naked on stage, what does it bring to the perfor-
mance, and so on. But with the first Me Too, scandals suddenly start to
be louder, and it was about misuse of power. Suddenly the links between
the different cases became obvious. It was all over the social media, the
friendship groups, all over the society and people who thought that no one
would ever believe them suddenly felt that it was possible to be believed.
And on the other hand, in your friendship groups, or in your social groups,
you suddenly realize that everyone has an opinion. And that some opinions
were maybe surprising. And this already led to a larger debate in society
with people disagreeing with each other. Because suddenly you are noticing
that maybe your friend doesn’t particularly find it terrible when a woman
is being touched inappropriately at work. And then, so your annoyance or
your rage about it grows and grows. And then you start talking more about
it. And you start seeing the links between the different topics, between

power, between sex, between money, between art. And so suddenly, it

becomes something that is much more visible in the general society. And
obviously there are still the voices that are maybe more traditional or more
conservative, but the voices of the people who are touched by the topics
have become louder”

— Interlocutors from Germany

This reflexive awareness not only supports the transformation processes
underway, but also makes us aware of the impact of inequality, discrim-
ination and violence on people and their careers. Violence, particularly
sexual and moral violence, leaves no one untouched (whether people
are reproducing the system or, on the contrary, trying to do things differ-
ently or at least to do something about the violence experienced). These
consequences are both individual and collective, in terms of their scale

and awareness of structural dysfunctions.

Finally, several of our interviewees also express concern about the fragil-
ity of current victories and the many battles still to be fought, drawing our
attention to the deep cultural roots of patriarchy as well as to changes
on the surface, particularly in relation to self-image and reputation. The
notion of “purple washing” sums up the tensions between the need to
appear progressive, and the work that has to be done for long-term and

structural change.

“Mansplaining is deeply embedded across society, even in my family, you
know? I don’t know if it's the correct word in English, but these kind of
gender problems are very deep because of our cultural roots. (...) In
cultural work, for example, with men leading organisations, they choose
women, like female directors or female actresses, or young as well, just to
have a tick. Okay, | have a female on my list, because they must do it. It’s
like purple washing sometimes.”

— Interlocutor from the South of Europe

Moreover,the ongoing transformations focusing on visibility and account-
ability were above all described to us on several occasions as driven by

fear and not by a genuine desire for change within the sector.

“There’s awareness gained for the fact that it’s very white and male. | hope
it’s structural. I'm not sure. Like, oh, we can’t show up with 10 male direc-
tors. That'’s just not possible. | hope it's a structural change, but at the
moment, it sometimes feels a little bit, yeah, driven by fear.”

— Interlocutor from Austria
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4.5. Looking at sector through gender lens

Before going deeper into gender issues, it is worth noticing that although
the initial request for this report focused on gender issues, and even more
specifically on parity between men and women, most of our interlocutors
immediately insist on including class issues in their observations. Several
women in positions of responsibility put forward a non-discriminatory
experience, although they did express the view that the situation was
quite different for women in more subordinate positions. Moreover, inter-
locutors highlight that gender inequalities are closely linked to cultural
issues and roots, as well as to the precariousness of the performing arts

sector.

LGBTQIA+ issues were also discussed on numerous occasions. In particu-
lar, to highlight the enormous amount of work that remains to be done in

this area, towards both institutions and the audience.

Lastly, issues relating to racial discrimination and the whiteness of stages
and, more broadly, of institutions, were also raised on several occasions as

one of the battles of the future.

4.5.1. Gendered trajectories

As one of our female interlocutors said: “My trajectory started when |
was a teenager and | fell in love with theatre. Of course, | wanted to be
an actress in the first moment, because those are the people that you see
the most. Because all the other people, especially women, are invisible”.
Trajectories are shaped by elements specific to singular histories (family
histories, experiences, encounters...), but also gender stereotypes (“too
fat to be an actress”, “not a job for women”...) and visibility of women and
minorities on public stages (which brings us back to the issue of represen-
tation). Our interlocutors clearly expressed their desire for women and
minorities to take their place, to make their voices heard, notably through
writing, dramaturgy and directing, to tell other stories, or to tell the stories

of classical theatre in a different way.

As reported in the quantitative section entitled “Factors that promote or
hinder diversity in the country and in theatres”, all our interlocutors high-
lighted the contextual elements relating to the traditional structures of
society that persist, notably the deep roots of patriarchy, the dynamics of
homophobia and class relations. The performing arts sector was presented

to us as a reflection of societies and the power relationships within them.

“So, as a woman, | have a very long-distance stories with discrimination. You
know, all over the country, in my opinion, we have to take a lot of steps to have
equality in all kinds of jobs. So, for us, we are lucky to work in a cultural field,
with the power to discuss everything. But sometimes, you know, the structure has
a hierarchy. In our board, there is only one woman. This kind of fact is all over in
the teaching world, in the university world, etc.”

— Interlocutor from the South of Europe

“It’s not that we feel that we are on the margins. You can see that there is
a patriarchy and there is always an extra effort that a woman has to do.
It’s not necessarily that somebody talks badly, or that there is sexual abuse
or something. | haven't experienced something like that. I'm very honest.
But there are a lot of things that are happening below. And there’s a long
way to go to leave all this prejudice of the past behind, all these things that
we were used to accepting because we were women”.

— Interlocutor from the South of Europe

Asserting oneself as awoman - particularly as a young woman - in a male-
dominated world remains a major preoccupation for many, with numerous
obstacles, whether in terms of legitimacy, credibility and recognition, or

in day-to-day work.

“When | encounter, I'd say, men over 35 in the rehearsal room, there is
a high chance that there is a grand scepticism, so like a scepticism about
what I’'m going to do here, which | partially understand, right? (...) But I've
encountered this scepticism, or also a sort of like a testing. It’s just some-
times a little bit annoying or like just a bit of a waste of our time. Then I'm
like, okay, first | have to work over your scepticism then to be able to work
with you. It's a generalization because not all of them were like that, for
example between men over 35, and then men my age... | would also say
I’'m quite a serious person and | sort of used my intellect very much to
prove that I'm worthy of the job, but that | know what I'm talking about.
For myself, | definitely need to come across as someone that you take seri-
ously and knows what she is. And then | think also with the technical staff,
| definitely feel | have to..., like you must have a certain level of authority
to show that no one can walk over you in some sense. | think it’s also like
a bodlily presence, right, like in a certain way instead of being attentive, and
maybe, again, these things happen anyway. They might not take you as a
partner in conversation as quickly.”

—Young stage director
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Female interviewees in management positions express the difficulties
they encounter in their day-to-day dealings with teams, particularly with
older white men and with technical teams, who often find it hard to take
them seriously and adopt postures of defiance and resistance to change.
This daily gymnastics is made of tricks, compromises and patience, and

causes a lot of fatigue and wasted time.

“Every day you encounter this kind of effort that you have to put into, for
example, about the way you communicate with your collaborators. If you
want to employ your own female gaze, it’s a different type of work. It’s not
Jjust like, okay, now we're going to work in a total harmony. It’s like resist-
ance. And then you must go through the resistance to get to the safe place
to work. So it’s more like abstract. It’s not like | had a man who told me
“You will not do it’. It’s more about the way of thinking. The higher you go
in the power struggle, the more obstacles you have. You go through a lot of
resistance, if you want to change the model”

—Female artistic director

Moreover, women often find themselves trapped in highly stereotyped
expectations about their supposed gender. They are expected both to
perform their assigned gender (through feminist positions, so-called
feminine attitudes, particularly in relation to care...) and to distance them-
selves from it by demonstrating a certain assertiveness and reproducing

the system identically in its modus operandi.

“They are expected to somehow produce feminist work. Or their work
must relate to their experiences as women. It’s a bit limiting because. .. Ok,
I’'m going to put it in a simplistic way, because men can do what they want,
whereas women have to behave well because they’re women and they've
faced so much discrimination that they should somehow have learned
something out of this. And also, be more progressive. They're expected to
be more progressive feminist”

— Interlocutor from the South of Europe

Several of our interviewees also highlighted the fact that women are not
given the opportunity to work in high value jobs and are even discouraged
from trying to find a place in them. In addition, if they do get them, they
explained that they must work twice as hard to disprove the preconceived

notions.

“Because even at the university, we were 60 people studying theatre as
dramaturges and 55 we were women. Because men were about to become
directors or something more important than dramaturges who are by the
side of the male director. When | came to the National Theatre there
wasn'’t really a drama department. And there were a lot of men working as
stage directors. And | always remember one of them that told me, what
are you doing in theatre, you are not a director, you are not an actress,
you are not a stage designer, you are not even an assistant, and plus you
are a girl. And he said that he told me this to protect me, to inform me that
this is not a nice field for a young girl to play on.”

—Female dramaturge

“I also worked a lot in the independent sector and of course there are a lot
of female directors there, because we were pushed out from the money.
The places that actually have money, like large national institutions, you
can't find women there.”

—Female director in public theatre

“If you are a woman, and you want to be a director, it’s not so easy, because
the idea that directing is a men’s profession is very popular.

—Female director in public theatre

In addition, the various struggles within the sector and the feminist move-
ments in the countries concerned are both creating new opportunities for
women (the question of parity is now often a formal or informal preoccu-
pation within cultural institutions), but at the same time raising new ques-
tions about the legitimacy of women'’s presence and skills. On the one
hand, they say that they are suspected of having obtained their position
“only because they are women”, and therefore of having to prove them-
selves even more, and, on the other hand, of being trapped in highly stere-

otyped expectations.

“There have been theatres who actively have said, we are looking for
female directors, like who clearly are trying to..., who probably have a very
male-dominated pool, and now it’s this theme, and they're like, oh, God.
They say we want you because you make feminist sort of queer themed
theatre, those themes are interesting, or are important to you, and we want
that. So | definitely think it’s actually mainly at the moment, at least, has
been to my advantage. But | think that’s a very specific point in time. |

think if you had asked someone 10 years ago, or even five years ago, that
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was a different thing, in my experience. | think they even said we wanted
a young female director to open the season, or the first season which is a
double-edged sword, right, because | also would like people to like my
work, and not just because I’'m female, but on the other hand, | mean, it’s
also helpful”

—Atrtistic director

4.5.2. Intersection between gender and generational issues

Our interlocutors described, in a relatively transversal way, strong genera-
tional tensions. These generational tensions highlight important cross-
cutting issues: power relationships, conservatism, visions of what culture
should be... Beyond the ages as such, a changing cultural context is taking
shape, where worldviews - and, within that, pedagogies, working methods
and gender relations - collide. On a day-to-day basis, conceptions that are
difficult to reconcile clash, particularly regarding interpersonal relations,

language, body and intimacy, work and teaching content and methods, etc.

These generational tensions have often been illustrated to us by the figure
of the white man, perceived as an “art genius” occupying de facto posi-
tions of responsibility, with women, especially young women, as potential
troublemakers of an established order, less legitimate in their presence

and in the functions occupied:

"As a woman, you are supposed to nurture the other person’s genius. And
usually, you have the male genius and the female nurture. Of course it’s
a social thing”

—Female dramaturge

“So, for example, the older generation didn’t know how to work with
women. It’s not their fault. They didn’t know how to use us. And there is
also this idea that the director has the answers for everything and that they
know everything”. “Our director, when she debuted, was only 27 years old.
All the headlines in the press were something like how this young and tiny
woman will run the theatre”

—Female dramaturge

Although studies show that there are more women in art schools, the
sector is described as a world of middle-class white men of a certain age
whose habits are disturbed by the relatively new presence of women in

positions of responsibility. As this female theatre director explains:

“Those men are 50. They have some problems, because they are used in
their tasks to work only with men. And when you're a woman, and you
direct, it can be very difficult to do it”.

—Female director

At the same time, many of our interviewees have expressed their desire
to change, or have already changed, old ways of doing things. However,
their desire to transform theatrical practices and management methods,

particularly in terms of gender equality, encounter lots of resistance:

“The director sits at the top and sometimes there is this blueprint of the
hierarchy of professions. And the patriarchy. And things coincide. And it’s
a bit off-putting when you realize how you are expected to do so many
things”

—Female dramaturgy assistant

We also see the perpetuation of dynamics in which women are rele-
gated to support roles, locked up into the figure of “care” and subordinate

positions:

“I was the youngest one and maybe the only girl or there were a few, but
| was the only girl of my structure who was hosting the meeting. So, one
of my colleagues asked for water and everyone started to look at me, why
me?”

—Female international relation manager

In addition to having to deal with a limiting structure, several of our inter-
viewees describe the daily burden of paternalistic attitudes, particularly
from colleagues in positions of authority. Their skills, due to the inter-
twining of gender and age relations, are perpetually questioned, and they

must redouble their efforts to prove the legitimacy of their presence:

“Concerning the authority of your point of view and the possibility to
express it in freedom. When you're both young and a woman, it is very
difficult”

—Female communication manager

“There’s always someone older than you that must explain to you how
things should be done. Of course, now, this is better because |'m older”

—Female international relation manager
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“I've definitely encountered this scepticism, like a testing”

—Young female theatre director

4.5.3. Gender shaped narratives

The question of narratives - what is told, by whom, for whom, with whom
and how - was presented to us as a key lever for transforming the sector
towards greater inclusivity, but also for transforming society by working
on representations. On the one hand, many insisted on the responsibil-
ity they have from the positions they occupy (they have a voice, they can
make things happen, even if it is small things). On the other hand, they
insisted on the impact that theatre can have on society. All the interlocu-
tors believe that there is room for manoeuvre, and that working on repre-

sentations is important:

“I have power because I'm an author. Because | have a world. Because |
invite you in my world”

—Female playwright
In concrete terms, this means supporting women's creative potential -

“| feel it’s important to work with young female playwrights and to help
them express themselves and communicate and share their work”

—Theatre director

- as well as tackling sensitive issues with the necessary finesse, such as
violence against women, and revisiting the classics from a critical gender

perspective.

"Another thing is the representation of violence and rape on the stage,
which is also very important, and especially now, because of course, in
Serbia and Balkans, and Italy, for example, as | know, the femicide rates
are crazy, and there is a lot of violence against women, domestic violence,
and it's becoming more visible. | feel like it was always like that, but now
it’s just more visible, so it’s a responsibility in how you do it on stage. |
mean, you have to represent it, | think it’s very important to talk about
it, but how do we use our bodies to represent without re-dramatize, do
another aggression. It’s important to show something. This is a very tricky
question, how do you represent violence, so | feel that’s a problem in
European theatre too. It it's also very political, it’s very political”

— Artistic director

“So for the first show | did, it was initially written for a man and a woman,
as a couple, and | decided to cast it with two women. The third project | did
was a play about the themes of racism and also sexism and religion. And
| work quite a lot with Shakespeare. And if there is a female role, where |
think, oh, that’s a problematic view of women, then | need to contextual -
ize it so that the audience understands that problematic, or | change it. |
personally still want to go to Shakespeare, and have these themes, but still
have a good time so that it remains a comedy and we can still laugh at it
and then maybe at the same time learn a few things along the way”

—Theatre director

“I mean, already our first evening we had a kind of science-fiction produc-
tion dealing with gender roles and it didn’t have one main character. It was
the very first thing we showed here, the opening of the theatre, and we had
a group, a big group of actors of different genders standing together on
stage, rather than the traditional male lead actor that you usually have
in traditional theatre. | think that also sends a message, if you open with
something like that. For me, from my perspective, that is something that |
really admire at the moment”

— Dramaturgy assistant

Many of our interviewees also shared with us their concern, through
storytelling, of tackling issues such as feminism, racism and LGBTQIA+
issues in a subtle way, to be accessible to as many people as possible
and not cut off those in the audience who are not already committed to
the cause. For example, telling stories where women are at the forefront
can be done without the word “feminist” being mentioned in the show’s

presentation.

“Feminist” here is specifically considered a very controversial word. But
when | look back on my choices, what did | work on? | did a play about
a woman who cannot have children and is condemned by society. | also
focused a lot on female-female relationships, and on the relationship
between daughters and mothers in the plays. So when | look back, | was
like, okay, in every performance | had some kind of feminist influence, but it
was just emotional for me, it was not a deliberate choice.”

— Interlocutor from East of Europe

“With aggressive attitudes, you add to the fire, you make the fire bigger.

Everybody says that women are hysterical, emotional... We have this
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preconception that woman are hysterical. So being on-the-nose, | don’t
know if it helps to fight for gender equality”

— Interlocutor from the South of Europe

4.5.4.LGBTQIA+

Many of our interviews testify to a genuine interest in LGBTQIA+ issues.
The majority of our interviewees explored gender issues beyond tradi-
tional binary representations of the sexes, paying particular attention
to intersectional aspects. However, it is essential to place questions of
LGBTQIA+ representations in their historical and political context to
fully understand specific national issues. For example, in several coun-
tries such as Greece, Romania, etc., homosexuality has only recently been

decriminalized. As one Eastern European interviewee explains:

“My country is one of the very last countries in the EU that doesn’t have

any legal support for families when the members are of the same sex”.

Although in many places there is more and more visibility, it is not
the same everywhere, in all contexts, and in all countries. A director in

Southern Europe confides,

“We don’t have visibility in the arts with LGBTQIA+ community... Here’s
open an audition, it will be either male or female, in a binary way, for exam-

ple, there is nosensitivity yet.”

Despite these challenges, the visibility of the LGBTQIA+ community is
increasing. Theatres and cinemas begin to explore queer representations,

with a multiplication of shows addressing queer representations:

“Now with more and more pressure made by more and more actors and
actresses who come out, this visibility is multiplied by theatre directors

creating shows that bring different kinds of queer representations” (Actor).

The representation of LGBTQIA+ people on stage is a central concern
in our interviews. Our interviewees questioned how to embody these
bodies, raising the case of transfake actors on several occasions: The
term “transfake” refers to a cisgender actor or actress who plays the
role of a transgender person, which is often the subject of debate and

controversy.

“In my theatre, for one piece, we had a transfake actor. And a trans actress
entered the stage and stopped the show. It was a very strong situation, with
strong discourse and with all the trans community. (...) We really have this

issue to work on.” (Interlocutor from the South of Europe).

These cases surrounding “transfake” actors overlap with other observa-
tions, raising essential questions about how to embody on stage bodies
that escape binary gender categories, like who is legitimate to represent
them, and how? We were told of a growing militancy in favour of visi-
bility and a more adequate representation of queer people on stage, as
well as lively reactions from the public. Part of the audience is in support
of a fairer representation of queer identities. But our interlocutors also
describe strong resistance to change with very conservative visions of

family institutions and gender identities.

All our interlocutors express an urgent need for inclusivity and sensi-
tivity towards LGBTQIA+ communities in the theatre. This includes the
recognition and respectful representation of non-binary and transgender
bodies, as well as the visibility of queer minorities and the fight against

hierarchical structures and discriminatory attitudes.

4.6.Women's bodies, stereotypes and
discriminations

4.6.1. Mental health, mental load and tiredness

The interviews we conducted reveal a reality shared by many women in
contemporary European theatrical sector: an increased mental burden
and pressure, particularly felt by young women evolving in a predomi-
nantly male environment that struggles to recognize them and give them

areal place.
An artistic director in Eastern Europe confides:

“I’'m very aware of the fact that I’'m a young female director. I'm very organ-
ized, I'm very structured, and | prep a lot and | work really hard. (...) | do
this for people to immediately feel like, okay, she knows what she’s talking
about. | read a lot of books, and | quote a lot of books to show that |’'ve
done my reading, and when someone then questions me on something, |
already have my answer prepped to be able to throw it back at them and

say, no, | actually know my shit”.
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This constant quest for validation and recognition weighs heavily on
the daily lives of most of our interviewees. The constant need to prove
their skills is exhausting. A playwright in Eastern Europe explains her

situation:

“This is something that I've experienced in my skin myself, that women
should do more or be, let’s say, impeccable multitasking-wise. They should
be experts in many fields. They have to do a lot of things, especially if you're
in a higher position”.

— Playwright in Eastern Europe

This is due not only to the need to constantly demonstrate their profes-
sional skills, but also to the wider social and cultural pressure on women
to take on multiple roles, resulting in mental burdens and fatigue. Several
coping strategies are put in place in work environments where qualities
and behaviours traditionally associated with the male gender are valued

and considered necessary to gain respect and recognition:

“I wasn’t like that from the beginning because | thought | have to be... like
bossy and strict... | don’t know what is the ideal, but now with experience,
I’'m sure it’s not the dictatorial one. But I'm searching”

— A theatre director in Eastern Europe

Testimonies also underline the need, as a woman, to work twice as hard
to gain the same recognition as a man. An international relations agent in

Southern Europe explains:

“There is a lot of discrimination under cover, so the truth is that women
in theatre, and not only in theatre as it was mentioned before, must work
twice or even more than a man in order to say ‘Ok, | can do that, I’'m
here”.

—International relations agent in Southern Europe

These pressures generate palpable tensions in work teams, where women
often take on the responsibility for care and unvalued, unpaid work. As

one of our interviewees, an assistant director in Eastern Europe, explains:

“I think as an assistant director, people expect women to be more nurtur-
ing and more pleasant. And they don'’t really understand my job. (...) They

ask us to be in these rehearsals, be present or work for them. If we do that

we have to be paid again, but we're not. It’s already difficult financially...»

—Assistant director in Eastern Europe

This situation generates considerable stress and pressure. Most of our
interviewees mention problems with mental workload, fatigue and even

burnout.

“I think that we’re always having that in mind, that we have to be correct,
that we have to take care of what we say, what we do, how do we present
ourselves, that we are always ready to defend our work too”

—Female dramaturgy assistant

An assistant director working in the independent sector shares a similar

experience:

“You’re underpaid, you have to be excellent, especially as a young woman,
and then you have to apply another thing, another thing, another thing,
and it goes on, like, | don’t know, until you burn out”.

—Assistant Director in the independent sector

The interviews reveal a complex dynamic in which women, especially
younger ones, have to navigate high expectations and multiple pres-
sures to succeed in the European Theatre sector. It should be noted that
reproducing traditional gendered behaviours could be a survival strategy
in an environment where male models of leadership and success remain
dominant. This reality calls for reflection on how to create theatrical envi-
ronments that are more alert to the mental burdens borne by women.
Considered part of their “nature”, women are more likely to be called upon
to mother the rest of the staff, without any consideration for the work or

financial compensation.

4.6.2. Maternity issues
Motherhood appears to be a central challenge for women in the theatre
sector and a major obstacle in their career development. One of our inter-

viewees, a programmer in Eastern Europe, explains how she feels:

“When you have a child, it is always different for women then for men.
But | mean, it’s not different from other professions. (...) Most of the male
theatre directors, they don’t have to take the responsibility of the child.

They’re mainly patriarchal models. Their wife, they have children, and then
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the husbands usually don’t help in this case”.

—Programmer in Eastern Europe

This disparity is exacerbated by professional requirements, for example in
roles such as assistant director or costume designer. A communications

manager in Eastern Europe explains:

“In our theatre, for example, it's always deadline, it's always too late. Or
for colleagues it’s always like too many costumes, you have to stay late, you
have to do this, it’s very physical, practical job”.

—Communications Manager in Eastern Europe

The pressure about maternity starts as early as job interviews. One of our

interviewees, in charge of public relations in Southern Europe, explains:

“I was asked: are you planning to have a child? Are you in a relationship
right now? Those were ones of my first questions in my first job interview”.

—Public relations manager in Southern Europe

This practice reveals the implicit discrimination that affects women's
career paths, sometimes forcing them to lie to get a job. This discrimina-
tion focuses on women’s gendered bodies, their ability to bear children

being a tangible obstacle to their careers and employment opportunities.

Several of our interviewees expressed concern about the impact mater-

nity in their career. A female director from Eastern Europe explains:

“I'm very aware of the fact that | am 29 now, and | don’t have kids. But
if | want to have kids, | mean, this is also a personal thing, but | don’t see
myself, like, | don’t see a very good compatibility between having kids
and this profession”.

—Female director from Eastern Europe

This tension is recurrent among women in the sector, who have to juggle

professional challenges with the social expectations of motherhood.

A telling example comes from a director in Eastern Europe:

“There was this actress, she was pregnant during the rehearsals, and she

had to tell me, she didn’t tell anybody else in the cast. But at some point,

she was very sick and vulnerable because of the pregnancy, so she had to
tell the director. It was a male director, one of the old ones, he’s in his 60s,
and she got really upset. She got fired without any compensation, but
because we have no representation, like union-wise or whatever”.

— Director in Eastern Europe

This story highlights the systemic challenges women face when contem-
plating motherhood while pursuing their theatrical careers. Motherhood

is a real brake on any kind of professional career in the theatre world.

“The most difficult thing is this glass ceiling that many women talk about
when they want to climb up the hierarchy in the workplace. And this is a
hidden problem. It’s also a problem when a woman is leaving on mater-
nity leave and when she comes back; she has to re-establish her posi-
tion. But we are not discussing it publicly. And | think there is a generation
of male professionals that they are from older generations, they keep that
way of working”

—One of our interviewees, communications manager in Southern Europe

Maternity-related issues are clearly part of the glass ceiling for women's
career advancement. As this woman - in charge of the representative body

for women in her theatre - explains:

“Especially in theatre, that’s a big, big problem because of the working
hours we have, a lot of like working in the evenings, for example. In addi-
tion, especially as a single mom, there are still a lot of problems in the
sector in general. So that means that a lot of time, if women become moth-
ers, they have to either step back at the top to take care of the children, or
they actually have to invest money for childcare. And the problem is that
here, the laws that we have here actually don’t really help much with
that problem”.

—Interlocutor in charge of the representative body for women in her

theatre

These discriminations crystallize in the production and direction of plays.
One interviewee, a theatre director in Eastern Europe, describes the

inconsistency she experiences as a professional and as a mother:

“Everywhere | go, I'm carrying my children with myself. | always did that.

10 years ago, | was pregnant, and | have a small baby and | said to the
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producer, okay, you chose me, you want me to direct, but you know that |
have family and my children have to come with me. (...) So it’s also ironic,
because we've done a big feministic performance, and | didn’t have the
minimum to feel at ease as | was pregnant and with a baby. | said, wait
a minute, guys, is this fucking normal? | almost quit. | almost cancelled the
whole project”.

—Director in Eastern Europe

Motherhood was uniformly presented to us as a point of tension in
the theatre sector. Our interlocutors express a consensus in terms of
expected public policy related to parenthood and, in particular, mother-
hood. Current laws in different theatres and countries fail to address the
challenges faced by mothers. In particular, single mothers and those with
unconventional working hours find themselves in difficult and stressful

situations.

While imposing parity is not unanimous, and state interference in the
management of cultural institutions is frightening in some places, support
for issues of parenthood and motherhood in particular was consistently
named by the interviewees as an explicit expectation (in terms of rights,
in financial terms...), along with the need for a more radical transformation
of mentalities. We see an urgent need for policies and cultural changes to
support women in the theatre, recognizing and valuing their role as moth-

ers while facilitating their professional advancement.

4.6.3. The aesthetics of the female body

The testimonials gathered reveal deeply rooted perceptions around
aesthetics and the female body in the theatre sector. These perceptions
shape not only professional opportunities but also stage representa-
tions, creating invisible and often discriminatory barriers: “The question
of sexualisation of the female body”; “The roles: ‘It's always about having
no roles for women’, which is connected to female playwrights, which is
connected to the money”, etc. These remarks reveal a system in which
sexualisation and the availability of roles for women are intrinsically

linked to often unequal power and funding structures.

Most of our interviewees were given the same talk about beauty and their
careers in the theatre. One of the female theatre director we met began

the interview with:

“The main reason | decided to be a director is because | was fat. | was
quite talented, but not enough for my environment to... Not enough to
cover my fat problem.”

—Female theatre director

Social and aesthetic pressures influence women’s career choices in
the theatre. Beauty and body perception, especially as they age, as well
as the fear of being judged on their physical appearance, are constant

challenges.

Ageism came up again and again in the interviews.

“I definitely think there are still a lot of things that are very ingrained. Like
for example, that almost all actresses | know between 20 and 30, they
always perform alongside men that are 10, 20, 30 years older than them.
And there's a huge gap in terms of, like, when you look at women in ensem-
bles. I think you barely find anyone between 40 and 60. It’s a structural

problem, which | see in all theatres again and again.”

This observation highlights the persistence of gender stereotypes and
beauty standards in the theatre industry, affecting not only career oppor-
tunities, but also the representation of society on stage. It addresses the
issue of old age, particularly for women, but also the type of bodies on

stage, which are predominantly white.

“In my experience, women that are older, in theatre, have a lot of complexes
around the way they look and the way they present themselves. (...) The
difference between when women turn 30, 35, and then men, is huge. It’s a
huge difference in how they are perceived, how they are perceived as desir-
able, and how they're cast according to that. Yeah, | find that this is a really
big problem. But that is, | think, a problem that is, of course, structural, but
it’s a problem that is very much a director’s problem”.

—Female dramaturge

Ageism, much like maternity, interrelated with gender issues, raises a
number of questions at the crossroads of issues related to body, beauty,
temporality and opportunity. Age is an inescapable process. Its gendered
impact on career reveals how the sector remains highly structured by

gendered stereotypes and a very specific body aesthetic.
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“But of course, it has something to do with beauty within our industry. And
that sometimes the way you look being more important than the way
you can act. And that when we talk about representing society, that we're
far away from that”

—Female Theatre director

Beyond questions of gendered beauty, our interviewees addressed the
crucial issue of diversity in stage performances. They stressed the impor-
tance of reflecting ethnic, cultural and bodily diversity on stage. Several
insisted on the lack of representation of people of colour in theatrical
ensembles, noting that this under-representation not only marginal-
ises but also limits the creative perspectives and narratives that can be

explored.

4.7. Theatre management and gender
issues regulations modality

4.7.1. Working and management arrangements

Working methods (in team management, or communications etc.) are
described as highly gendered and stereotyped, with some ways of doing
things said to be very “masculine”, others very “feminine”. In this concep-
tion, a man can be devalued by personality traits or work methods consid-
ered “feminine”, and many women reproduce the patriarchal system by
embodying attitudes and values associated with mainstream masculinity
(authoritarian, vertical management logic, devaluation of emotions...). The
performing arts sector is described as not only highly marked by patri-
archal and paternalistic dynamics, but also capitalist and virile, valuing

competition and the law of the strongest over collaborative values:

“I really think that me and other colleagues that are on the market, we are not
more talented than others, we are just strongest. So, for me, the problem of the
system, in fact... is the jungle model. We are in the jungle. And in the jungle, we
have to survive. And that’s all. But this is something stupid. And it’s such a pity
that we have this jungle in an art world. Because art is about sensibility. About
not being in the jungle. Art is for people that couldn’t be in the jungle of corpo-
rations and other fields, right? This is the biggest paradox for me”

—Female Theatre director

The behaviours and expectations in terms of attitudes and working meth-

ods associated with the director’s role are described as highly gendered.

A female director who started out recently explains:

“Since the beginning of my studies, there always was this idea that the
director has to be the one who lays down the law. You have to do it, you are
the one who has to do it (...) It was always this authoritarian idea”.

—Emerging female director

A female theatre director in Eastern Europe confides:

“l can feel that the aggressive system of patriarchy still dominates,
where in terms of directing, it’s connected to that domestic violence and
the wild man”.

—Female theatre director in Eastern Europe

Working outside these gendered stereotypes is not easy, and even less

valued. As this female assistant director explained:

“What | really noticed, also working with women who direct and men that
direct, is that it’s easier for men to ask people to do things. It’s very hard
for women and it’s very easy for them to be accused by the actors or by
the lighting designer or by the technicians... They easily get accused that
oh she’s being a bitch. Oh, she doesn’t know what she wants. If a female
director asks for something calmly and she doesn't give her direction as an
order, then the actors might start asking questions (...) Gradually if she’s
not providing the right answers then they might be aggressive towards her.
Whereas |'ve noticed that a man might simply come into the rehearsal and
say: okay so this is what | want you to do. This is the end of the discussion”.

—Female assistant director

Between discrimination and a gender “habitus®” which, through the
socialisation they have received, has prepared them little for the posi-
tion they occupy, several of our interlocutors explain that it is not easy
to impose the legitimacy of their presence. They tell us that more credit
is given to men, and this is sometimes also true within their own teams,
where not everyone necessarily welcomes the fact of being managed by a
woman, and where authority and recognition are not taken for granted. In
fact, occupying a position of leadership, a place of power - contingent and
relative, of course, but nonetheless effective - does not necessarily mean
being in a position of authority. The position of authority is intimately

linked to questions of legitimacy and recognition. Holding a position of

6 See in particular Sanchez-
Mazas, M. and Casini, A., 2007,
“Femmes au pouvoir... mais quel
pouvoir ? Le plafond de verre

en question”, in Stoffel, S. (ed.),
Femmes et pouvoir, Brussels,

Women's University, pp. 91-98.
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“power” is not enough. This distinction enables us to consider not only
the obstacles that make access to these places of power more difficult,
but also the effects of discrediting discourses and practices on women'’s
success trajectories. The fact of not being taken seriously is as much a
hindrance as it is a source of fatigue, preventing women from fully and

serenely unfolding their potential.

The women directors and stage managers we met express a desire to
change things, which they see as being at the crossroads of gendered
and generational issues, reflecting some more general transformations in
society. Occupying positions of power, they actively seek to innovate and
explore new approaches. Communication, the way they express them-
selves, seems to be paramount for our interlocutors in search of other

ways of doing things. As one young female director explained: “

| tried to escape this model of one man who is extremely strong, who has all
the power, you know, classical director, authoritarian type. (...) | went like
totally to the opposite. | went to devising, collective creation, collective
responsibility... | mean, the responsibility is always taken by the director,
that’s not the question, but it’s more about the mode of communication,
how you communicate with people”.

—Young female director

Even in large structures, we were told about the importance of setting up
forms of horizontality and dialogue, and of establishing working frame-

works that enable changes:

“I really think that somehow we have this very horizontal approach. This
is even though we are quite a big state-funded theatre, and so, obviously,
we are aware that the person who takes financial and political responsi-
bilities is the general manager. Nevertheless, he always invites us, and we
have this weekly meeting and artistic council where we take a lot of deci-
sions together”

—Female Dramaturge

A number of practices designed to improve day-to-day life and to prevent
abuse were shared with us, such as group discussions, a safe place to
file complaints (outside the hierarchy), reference persons, charters, etc.
Generally speaking, all of the interlocutors emphasize communication

methods, the climate that is established in the team, the attention to

discriminations and opportunities, the possibility to talk to each other

and to be heard in case of problems:

“I always want people to feel like they can talk to me about certain things,
and | will definitely call someone out on it if | feel that they are behaving
in a certain way”

—Female director

“l would say that the emotional climate is quite good, because what we
have at the theatre, we have a lot of weekly meetings also with actors. We
have the Actors Council, where theyre voted for their representatives, you
know, just to push their ideas, to pitch their ideas, and reflect how they feel”

—Female programme director

More specifically, as “touch” is fundamental to the performing arts, paying
attention to each other’s limits,working with respect, listening and consid-

ering questions of consent, are described as major necessity:

“In theatre in general, you know, there is physical, there is touch, there is
working with body. Everything is just art. But now, after some time, | can
see the manipulative part of it. So when |'m working with these tools, which
is, | feel, different from men, is it’s always before doing some workshop,
some exercise, some voodoo thing, | explain to the people that I'm work-
ing with, what we will do, how is it going to look. So | always try to explain
it, because usually all these men that | met were like, believe me, trust me,
| know, and I'm leading you through the unknown, and it’s a process...»

—Female artistic director

Finally, the question of “sensitive readers” and experts, resource people
trained in gender and more broadly intersectional issues, to accompany
projects was presented to us as a very important issue to work more

respectfully:

“There are always things you would not expect, and you are not really
prepared, so it is very important | think, to have experts around, but it’s
expensive”

—Female director

“I made mistakes sometimes because I’'m not aware every time of how to

represent the woman in a feminist way. But for this, | have a very good
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friend, which is like, you know, the concept of sensitive writer...”

—Female director

4.7.2. Impact of regulations (parity, sexual harassment...)

On the question of parity, we received a wide variety of responses,
depending on the context. In some countries, laws, or at least regulations,
have enabled significant progress to be made. For example, in Germany,
in Berlin to be precise, there is a regulatory body called the “Women'’s
Council”, which according to our interlocutors is a real resource, a real

guarantor.

“The Women'’s Council here at the House is actually elected. It’s like a
council for all women employees here at the theatre. And the member
of the Women Council of our theatre, she could be the one reporting to
the Senate if we’re not behaving according to this law. If something is not
going into the law, at first, she would obviously talk to the director of the
theatre. So, that would be the artistic director and the managing director.
And there will be an exchange, and they will talk about what can be done
differently. And in the theoretical case that they say, no, we won’t change
anything about this, then she has the opportunity to actually talk to the
Senate. (...) The positive aspect actually in Berlin is that the Senate has
gotten more sensitive to these matters and is more aware that it’s often
important, especially when it comes to discrimination, to have an open ear
and that people can actually contact them if there are things going wrong
in the institutions that belong to the states.”

— Interlocutor from Germany

“And what is also important is that there is a group, like an association of
all women’s representative bodies in all areas of Berlin. So all the women
representative bodies in Berlin are in this network and this is also a really
important support. | think it’s good to say that all the women representa-
tives can exchange ideas. They can network. They are in constant contact.
So there is actually talk between the different institutions. They share
recommendations with each other, share their status quo. How is it going
in my house? How is it going in your house? How would you deal with this
certain situation, for example? And that is also legally okay”

—Another interlocutor from Germany

Our German interviewees also highlighted the creation of a law promot-
ing gender equality in the performing arts? and a public institution on the

issue of sexual violence®:

“This law is created especially to have more gender equality at theatres.
The goal of this law is that you should have in all theatre jobs, you should
have gender equality and there shouldn’t be any discrimination against
women who work in this field. So, the goal would be 50-50 percentages, the
percentage of women and men in all departments here at the House. (...)
There’s also an institution that has been created to work against sexual
violence in the cultural field in Germany and it's maybe the first institution
you go to when you re a victim, because they work with a lot of lawyers, are
publicly funded and can really support you”.

— Interlocutor from Germany

It is worth noting that, as already stated, state regulation, particularly of
gender issues, is not favoured by everyone and in all contexts, particu-
larly in light of recent memories of authoritarian regimes and the fear of
interference. Thus, while in some cases, public policies encourage these
transformative logics, in other contexts, change is more a matter of indi-

viduality. Some “spontaneous” regulatory practices were shared with us:

“For me and for my team, it’s very important to count; we are counting
all the time. For us it’s normal and something we are used to... For us it’s
very important that women are directing on the big stage. Also, that our
ensemble has equality between female and male, and also queer, and is
also diverse in many ways, in bodies. Also we have a lot of contemporary

drama, and also there we are checking if we have women”.

We were also repeatedly told that changes in equality and inclusion,
support and direction are strongly linked to the people in office within the
ministries of culture. The conservative or progressive positions of minis-

ters, beyond gender issues, have a very marked influence.

“We have a ministry of culture, and we have a really good minister. She’s
a woman, which is funny, because all of the previous ones were men. She’s
very open to hearing things, to hearing opinions, and she opens it up to
public communication with artists. And we can put in our suggestions,
and they really do take account of these. So we are in a very good place in
terms of communication.”

— Interlocutor from the South of Europe

7 https://www.berlin.
de/sen/frauen/recht/
landesgleichstellungsgesetz/

frauenvertreterinnen(

8 https://themis-vertrauenss-
telle.de/
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“For the past 10 years, 12 years, we had the same Minister of Culture - a
man. After a long period, now we have a women in this position. So there
is still a long journey to gender equality in political leadership. But the
Minister of Culture we have now is not so high quality. So it’s kind of a
regression, rather than progression. On the one hand we can be glad that
awoman is in the power, but, for example, | cannot be glad when it is some-
body who is full of conspiracy. Also, for women, the kind of representations
we get - really this woman with fascistic values - is, a problem. She had
very open hate speech about the queer people and LGBT community”.

— Interlocutor from Eastern Europe

It is worth noticing that all our interlocutors share the view that much
remains to be done in terms of equal pay and, more broadly, work-
ers’rights in the sector. In Italy and Cyprus, particularly, the situations
described reflect a very precarious situation. But even in Berlin, where,
as we have seen, many advances have been made in terms of gender
relations, the question of wage equality (and transparency) remains a

key issue:

“In a lot of Nordic countries, they have equal pay for all genders, which is
also part of the law. We don’t have that, for example. Because often you
Just need law in the beginning to really create a kind of change or mental-
ity. Because, as you know, we have artistic salaries that are individually
negotiated as well. Especially in these kinds of situations, it would be useful
to have a basic structure. To make everything more equal. So that is some-
thing that would be useful, having more structure, and that is also some-
thing that the state unions are actually working on, to create more of a
system for salaries”.

—Interlocutor from Germany

4.7.3. Type of institutions, relationship with the audience

and structural changes

Whether in terms of working conditions or creative freedom, our inter-
viewees pointed to both advantages and disadvantages of working in
public/national theatres or in the independent theatre sector. While the
public sector offers job security, this can be accompanied by constraints,
whereas the independent sector is presented to us as freer in terms of
possible experimentation and therefore of dynamics of change, at the

cost, however, of a very precarious day-to-day existence.

"And maybe the notion of boundaries, that they might be blurrier. | was
burned out, because | was working at some point for 17, 18 hours per day. |
was very stressed out, to be frank, and a lot of tasks varied in importance.
| was underpaid. | had this very precarious situation. | had to take other
work, obviously, in order to compensate for what | received, which | think
at that time was the minimum wage in my country.

—Programmer looking back on her time working in the

independent sector

“I mean, you lose something, you win something. You win this kind of social
protection, you are not concerned about paying your retirement, paying for
social security, for the health system, so on, but you are at the disposal of
the theatre”

—Actor, public theatre

The question of the audience, whether as a brake, a screen or a support for
change, was discussed on numerous occasions. Our interviewees pointed
out that the audience itself is diverse, with many different expectations,
and for some young people in particular, a thirst for change. We were
told that there are plenty of ways of taking the diversity of the existing
and potential audience into account. For example, having several thea-
tre rooms offers a range of possibilities, in terms of opening up to a new

audience.

“I think the chance of this house is also that we have three different stages,
like a small stage and a big stage. So it's possible to have a really mixed
and diverse programme and to find plays that are maybe more interesting
to a traditional theatre crowd and more interesting for younger people who
are looking for a more diverse programming as well”

—Programme director, National Theatre

“We are dependent as a theatre on the box office, obviously. So we try to,
let’s say, give each segment of our audience something that might be valu-
able to them, which also doesn’t degrade our artistic values and ideas, our
excellence. So we aim for this excellence always”

—Theatre director, National Theatre

Our interviewees from the public theatres emphasized the fact that being
state-funded commits them to serve the public, with the willingness,

however, to gradually offer different things.
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“l agree on not scaring the old audience but rather still offering them what
they want, but then once in a while giving them something a bit surprising.
So having the variety or diversity of topics is really interesting. It makes
people change their mind also”

—Dramaturge, National Theatre

“The state theatre is public service. It’s very important when you have
money from the state to be in the service of the audience. In independent
theatre, | don’t give a shit about the audience”

— Stage director, working in both Public and Independent Theatre

Lastly, several of the people we spoke to explained that, particularly
following the mobilizations of recent years, there have been changes on
the visible stages (female actors, female authors, even female directors).
However, in sectors such as technical and in the power places (boards,
ministries, big budgets, etc.), decisions remain largely in the hands of

white men of a certain generation.

“Representation is a really big topic and really important. So, there are
more women on stage, there are more diverse ensembles and actors,
actresses on stage, and that has actually really changed. And new topics
that are shown on stage, new selection of plays. But what happens back-
stage, so not on stage, is a different thing. There are really old structures,
especially in the technical departments, which are still really male-domi-
nated still. There are a lot of technician jobs that are seen as typical man-
jobs, which is also a question of socialization, how people are socialized,
and how accepting they are of change, in terms of gender equality in those

departments. And of course, this also has to do with generational conflicts

— Interlocutor form Eastern Europe

Furthermore, outside the places where new laws or regulative structures
have been established, the changes are mainly due to individuals, their
progressive or conservative positions, their desire for change, and there-

fore, they are not structural.

“Here, we don’t have any national strategy for culture approved, so that’s
why [ think that this cultural policy is made actually from bottom to top,
and | think it’s only like personal initiatives, actually, rather than a
systematic approach.”

— Interlocutor from Eastern Europe

“Our theatre is not publicly-funded, so there is no state obligation to be
inclusive. So, if our theatre were to include more trans people or women, it
would require action from the directors”

—Interlocutor from the South of Europe

“It depends on the strategy of the director board of the theatre and the
director board of the municipality. So it’s a work that changes a lot”

—Another interlocutor from the South of Europe

“(...) It depends on, actually, it depends on the general director (...) and the
majority of the theatre directors and general directors of the theatre are
men. So they don't take care about gender”

—Another Interlocutor from Eastern Europe

“I don’t think that gender can have a kind of influence on the budget but
maybe it depends how strong is this general director. When he is or she is a
good fighter for the money, they will get it. And it’s necessary to have also
a good minister of culture”

—Another Interlocutor from Eastern Europe

4.8. Areas for further research

Our interlocutors also drew our attention to blind spots in the studies
and transformations underway within the sector. Firstly, we were repeat-
edly told that gender should be studied in a broader sense including
queer issues and that, in addition to gender, issues relating to diversity
in a broader sense (age, disability...), as well as racism and decoloniality,

needed to be studied and reflected upon in greater depth.

“Diversity also, | mean, that’s a bigger theme that, that it’s just not there.
In our team, everyone is white. | mean, it’s difficult. Like when | did the
play about racism, we had three guests because obviously we had only one
person of colour in the ensemble and, and it was a big theme and | was like,
| need more actors. The question is how much of that is actually going to
structurally change. (...) I'm very much for ensemble structures as a model,
because | think they offer more security for actors. But in terms of casting
and diversity, it's very difficult”

—Atrtistic director
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Similarly, in terms of prospective, we were told on several occasions that
interviewing directors and stage managers is of course important, but that
the voice of costume designers, technicians, etc., people who are not in
the decision-making process, with an attention to the correlated class and
gender discriminations, is often missing, even though it is necessary to

understand the complexity of gender and diversity issues in the sector.

“In the technical sector, | think we now have one girl who is working in the
sound design. | think there is no female light designer, it doesn’t exist here”

— Theatre director

“But important is to say that obviously the debates are different from coun-
try to country. And obviously, we are a privileged country. And, for exam-
ple, the discussions are about women in leadership positions. However, it’s
important not to forget that there are also women in more precarious situ-
ations who have to think about how to have enough money to survive. And
these are all kinds of different factors. And in the end, it’s all a criticism of
capitalism and the question of how we can create a better human society”

—Dramaturgy assistant

Finally, research, particularly but not exclusively carried out by ETC, was
repeatedly presented to us as a means of action in its own right. In our
case, taking stock of the positions held in theatres, reflecting on one’s
own history and the working conditions of one’s institution, are seen as

means of bringing about change.
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Part Five

General conclusions

Following on from the research published in 2021 by ETC, the main aim
of this study is twofold. Firstly, to provide a new assessment of the diver-
sity of the teams and shows programmed by the members. A quantitative
survey sent to the theatres forms the basis of this first part. The second
goal is to provide theatres with tools to develop appropriate diversity
strategies. A review of the resources (scientific and reports) available in
Europe is the first tool to be made available. This bibliography will enable
members to find relevant information on gender and diversity issues. The
results of qualitative research based on interviews with women managers
provide a second type of tool. The participants in this part of the study
share their backgrounds and experiences. They also talk about the good
practices that have helped their careers, and the challenges that still need

to be addressed in the theatre sector.

The quantitative research was informed by responses from 13 thea-
tres member of ETC, from 11 different countries. The participating thea-
tres employ 1,712 people who are predominantly cisgender men (52%)
and cisgender women (47.7%). Only one transgender man and two non-
binary people are part of the theatre teams (0.1%). A similar breakdown
can be found in management: respectively 50% cisgender men, 49%
cisgender women and 0.8% non-binary people. While some departments
are run equally by men and women, certain positions appear to be more
gendered: the technical, sound, lighting, video, security, cafeteria and
general assembly departments for men; the youth, design, costume, legal
and human resources departments for women. As for the people who run
the establishments, they tend to be men: 9 out of 13 artistic directors are
men (compared with 3 women and 1 queer personl); general management
is more evenly split: 6 men, 6 women (the 13th theatre was hiring at the
moment of the survey). All the boards are headed by men. These boards
are made up of 56% cisgender men and 44% women. Gender parity has
been achieved in the participating theatres at the level of staff, managers

and general management.

The participating theatres programmed 299 shows. Two-thirds of them
were directed by cisgender men, a quarter by cisgender women, 7% by a

mixed team and 2% by a non-binary person. The proportions are similar
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for playwrights: two-thirds of the shows were written by cisgender men,
one-fifth by cisgender women, 11% by mixed teams and 1% by a non-
binary person. The main characters in these shows fall into three relatively
similar categories: 29% cisgender men, 31% cisgender women and 39%
mixed groups of heroes. Only 1% of the main characters are non-binary.
We find roughly the same proportions among the people who play these
characters: 27% are cisgender men, 30% are cisgender women, 42% are
mixed groups and 1% are non-binary people. Two-thirds of directors and
playwrights are men, compared with one-quarter to one-fifth women and
just 1% non-binary people. Characters and actors are more evenly split
between men and women (one third men, one third women and one third

mixed groups). Here too there are only one percent non-binary people.

Of the shows programmed, 133 were premieres. These premieres gave
more space to women directors (up from 25% to 30%) and to non-binary
people (up from 2% to 3%). They were also written by slightly more
women (up from 20% to 22%) and non-binary people (up from 1% to 2%).
Original productions are mainly directed by mixed groups (47%) of char-
acters, then by women, then by men. This is also true of the people who
play the characters: there are more mixed groups (47%), then cisgender
women, then cisgender men. Premieres are slightly more often directed
and written by women or non-binary people. One in two features a group

of mixed characters and a group of mixed actors.

It is more difficult to ascertain whether the type of establishment, the
number of tickets sold or the gender of the directors has an impact on
the diversity of the teams and shows, as the figures vary widely. However,
national theatres, which are bigger sellers and run by men, tend to favour
men in their teams, as managers, directors and playwrights. Independent
and regional theatres employ the most women. Municipal theatres are

less likely to favour first-time productions written and performed by men.

It is complicated to compare the figures from this research with the survey
conducted in 2021 because the methodologies differ. However, it seems
that the parity already observed in theatre teams is being confirmed.
While there are still very few non-binary people in theatres, they were
completely absent from the figures in 2021. On the programming side,
the number of cisgender women is often slightly down (from 29 to 20%
among playwrights, from 38 to 25% among directors, from 43 to 30%

among actors). This is due to the fact that mixed groups did not appear

in the figures last time. They represent 11% of playwrights, 7% of direc-
tors and 41% of actors. Women are therefore more present in the shows
presented. Men are decreasing among playwrights (from 71% to 67%)
and among characters (from 57% to 27%). The appearance of non-binary
people should be highlighted. Although they account for only 1 or 2% of

playwrights, directors and actors, they were completely absent in 2021.

The qualitative research was based on 22 biographical interviews (19
women and 3 men - self-gender declarations) from 12 countries and 14
institutions. It looked at the questions of gender diversity in the perform-
ing arts sector from the perspective of lived experience. In the first section,
our interlocutors insist on linking policies making and the specific context
of each country. If transversal dynamics such as the #Me-too move-
ment and more broadly the impact of feminist struggles were uninform-
edly described a strong influence on the discourses and practices about
parity, equality and diversity, each interview also revealed different expe-
riences and priorities, influenced by the specific history of each country.
This makes it difficult to formulate uniform European recommendations.
The relationship with public policies is necessarily historically situated. In
certain contexts, fear was expressed about the possibility of state intru-
sion into management methods (imposing, for example, gender equality
quotas in certain positions). In other contexts, at the opposite, our inter-
locutors insist on the fundamental role of public policies in favour of
parity and diversity, describing great change related to laws and public
encouragement. The notion of freedom, for example, has not the same
symbolic charge in the different historical contexts and appears to be
as related to the memories of political government types, as dictatorial
ones. If all our interlocutors are in favour of greater gender equality, the
means to achieve this goal remain very situated depending on the specific

contexts.

In the second section, we looked at the sector through a gender lens,
discussing mainly the gendered trajectories, the intersection between
gender and generation both in discriminations encountered and desire
to change, and, finally, the fact that the narratives (texts and stagings) are
gendered. Much like in the quantitative research, all our interlocutors
highlighted the contextual elements relating to the traditional structures
of society that persist, notably the deep roots of patriarchy, the dynam-
ics of homophobia and class relations. Asserting oneself as a woman -

particularly as a young woman - in a male-dominated world remains a
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major preoccupation for many, with numerous obstacles, whether in
terms of legitimacy, credibility and recognition, or in day-to-day work.
The various struggles within the sector and the feminist movements in the
countries concerned are both creating new opportunities for women and
at the same time raising new questions about the legitimacy of women'’s
presence and skills. Moreover, all our interlocutors confide in an urgent
need for inclusivity and sensitivity towards LGBTQIA+ communities in
the theatre. This includes the recognition and respectful representation
of non-binary and transgender bodies, as well as the visibility of queer
minorities and the fight against hierarchical structures and discriminatory

attitudes.

The third section focused on women's bodies, stereotypes and discrimi-
nations. The interviews revealed that if there are more and more women
at all levels of management, the other side of the coin is an increased
mental burden and pressure, particularly felt by young women evolving
in a still predominantly male environment (in decision-making positions,
political positions and financial decision-makers) that struggles to recog-
nize them and to give them a real place. They expressed that the constant
need to prove their skills is exhausting. Testimonies also underline the
need, as a woman, to work twice as hard to gain the same recognition as
a man. In this section, we also raised question about the sexualisation of
the female body and the age discriminations women specifically encoun-
tered and their impact on the career. Moreover, we discussed maternity-
related issues that are clearly part of the glass ceiling for women’s career
advancement. There is, throughout our interviews, consensus about
expected public policy related to parenthood and particular, mother-
hood. According to our interlocutors, current laws in different theatres
and countries fail to address the challenges faced by mothers. In particu-
larly, single mothers and those with unconventional working hours find
themselves in difficult and stressful situations. While, as said before, state
interference in the management of cultural institutions is frightening in
some places, support related to issues of parenthood and motherhood, is
named as an explicit expectation (in terms of rights, in financial terms...),

along with the need for a more radical transformation of mentalities.

In the fourth and final section, we looked at theatre management and at
the impact of regulations about gendered issues (parity, sexual harass-
ment...). The performing arts sector is described as not only highly

marked by patriarchal and paternalistic dynamics, but also capitalist and

virile, valuing competition and the law of the strongest over collaborative
values. Nevertheless, the women directors and stage managers we met,
occupying positions of power, actively seek to innovate and to explore
new approaches. Even in large structures, we were told of the importance
of setting up forms of horizontality and dialogue, and establishing work-
ing frameworks that enable exchanges. Several practices designed to
improve day-to-day life and to prevent abuse were shared with us, such
as group’s discussions, safe place to file complaint (outside the hierarchy),
charters, etc. All the interlocutors emphasize the importance of commu-
nication methods, the climate that is established in the team, the atten-
tion to discriminations and opportunities, the possibility to talk to each
other and to be heard in case of problems. More specifically, as “touch” is
fundamental to the performing arts, paying attention to each other’s Llimits,
working with respect, listening and considering questions of consent, are
described as major necessity. Finally, the question of “sensitive readers”
and experts, trained in gender and more broadly intersectional issues, to
accompany projects was presented to us as a very important issue to work
more respectfully. It is worth noting that, as already stated, state regu-
lation, particularly about gender issues, is not favoured by everyone and
in all contexts, particularly considering recent memories of authoritarian
regimes and the fear of interference. Thus, while in some cases, public
policies encourage these transformative logics, in other contexts, change
is more a matter of individuality, which make them more precarious. We
were also repeatedly told that changes in equality and inclusion, support
and direction are strongly linked to the people in office within the minis-
tries of culture. The conservative or progressive positions of ministers
have a very marked influence. Finally, it worth noticing that all our inter-
locutors share the view that much remains to be done in terms of equal

pay and, more broadly, workers’ rights in the sector.
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Appendix
Quantitative Questionnaire

Questionnaire - ETC 2024

The questionnaire below aims to gather general data about gender diver-
sity and gender equality in the staff and programme of ETC Member
Theatres. It will feed into the research we are currently carrying out for
ETC on gender diversity and gender equality in European theatres. A first
edition (Gender Equality & Diversity in European Theatres: A Study) has
been published by ETC in March 2021 and can be read here:

https://www.europeantheatre.eu/news/six-men-for-every-four-women-

gender-inequalities-in-theatre-programming-revealed-in-new-cros-

seurope-study

This new research aims at updating and expanding the findings from the
first edition. In addition to this questionnaire, this research will include an
overview of European research and reports on gender equality and diver-
sity in the theatre sector, a qualitative survey based on interviews and

policy recommendations.

Only one questionnaire should be completed per theatre. |f your theatre
has several departments (opera, ballet, drama...), please focus only on the

drama department.

The questionnaire is in English, but you are welcome to use an online

translation service (Deepl, Google Translate) to answer it.

The data collected will be anonymised and will remain the property of
ETC.

Note that it is not possible to save the answers and to come back to finish
the survey later. It is then probably better to prepare the answers by

checking the questions before going through the survey online.

1. Institutional Data (as of 31 December 2023)
1.1. Country: (list of countries)
1.2. Name of your theatre:  (list of theatres)

1.3. Type of institution: - National Theatre
- Regional / State theatre
- Municipal Theatre
- Other: please specify

1.4. Percentage of public subsidies of

annual budget received in 2023:

1.5. Number of tickets sold for drama
shows during the 2022-2023 season:

1.6. Average occupancy rate per show
during the 2022-2023 season:

1.7. What kind of productions are you programming
in your institution? - Classical theatre
- New drama
- Performance/experimental theatre
- Youth theatre
- Other: please specify

2. Data on theatre staff (as of 31 December 2023)

2.1. Gender of employees across all
functions and employment status
- Number of cisgender men employed full-time :
- Number of cisgender men employed part-time :
- Number of transgender men employed full-time :
- Number of transgender men employed part-time :
- Number of cisgender women employed full-time :
- Number of cisgender women employed part-time :
- Number of transgender women employed full-time :

- Number of transgender women employed part-time :

m
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- Number of non-binary or fluid persons employed full-time :

- Number of non-binary or fluid persons employed part-time :

2.2. Gender of managers/directors/department heads

- Gender of the artistic director of the theatre:

Male / female / other
- Gender of the managing director of the theatre:

Male / female / other | same person as the artistic director
- List of management positions held by a cisgender man

(enter the exact title of the position):

- List of management positions held by a transgender man

(enter the exact title of the position):

- List of management positions held by a cisgender woman

(enter the exact title of the position):

- List of management positions held by a transgender woman

(enter the exact title of the position):

- List of management positions held by a non-binary or fluid

person (enter the exact job title):

2.3. Do you have a Board or similar external governance body?

Yes / no

If yes: Board members
- Gender of the person chairing the Board
Male / female / other
« Number of cisgender male board members :
- Number of transgender male board members :
- Number of cisgender female board members
- Number of transgender female board members

- Number of non-binary or fluid board members

3.Dataontheatre programme (for the 2023-2024 season)

3.1. Gender of Stage Directors:

« Number of shows directed by one or several cisgender men

- Number of shows directed by one or several transgender men

- Number of shows directed by one or several cisgender women

- Number of shows directed by one or several transgender women
- Number of shows directed by non-binary or fluid person(s)

- Number of shows directed by a mixed team

3.2. Gender of Playwrights:
- Number of shows written by one or several cisgender men
- Number of shows written by one or several transgender men
- Number of shows written by one or several cisgender women
- Number of shows written by one or several transgender women
- Number of shows written by non-binary or fluid person(s)

» Number of shows written by a mixed team

3.3. Gender of Lead characters:

- Number of shows in which the lead character is a
cisgender man or a group of cisgender men

- Number of shows in which the lead character is a
transgender man or a group of transgender men

» Number of shows in which the lead character is
a cisgender woman or a group of cisgender women

- Number of shows in which the lead character is a
transgender woman or a group of transgender women

- Number of shows where the lead character is a
non-binary or fluid person, or group of persons,
or their gender is not mentioned

- Number of shows in which the lead character is a

mixed group

3.4. Gender of Lead actors:

- Number of shows in which the lead actor is a
cisgender man or a group of cisgender men

- Number of shows in which the lead actor is a
transgender man or a group of transgender men

- Number of shows in which the lead actor is a
cisgender woman or a group of cisgender women

- Number of shows in which the lead actor is a
transgender woman or a group of transgender women

» Number of shows where the lead actor is a

non-binary or fluid person, or group of persons,

13
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or their gender is not mentioned

- Number of shows in which the lead actor is a mixed group

Of these:

3.5. Premieres: Gender of Stage Directors:

- Number of premieres directed by one or several
cisgender men

- Number of premieres directed by one or
several transgender men

- Number of premieres directed by one or
several cisgender women

- Number of premieres directed by one or
several transgender women

- Number of premieres directed by non-binary
or fluid person(s)

- Number of premieres directed by a mixed team

3.6. Premieres: Gender of Playwrights:

- Number of premieres written by one or several
cisgender men

- Number of premieres written by one or several
transgender men

- Number of premieres written by one or several
cisgender women

- Number of premieres written by one or
several transgender women

- Number of premieres written by non-binary
or fluid person(s)

- Number of premieres written by a mixed team

3.7. Premieres: Gender of Lead characters:
- Number of premieres in which the lead character
is a cisgender man or a group of cisgender men
+ Number of premieres in which the lead character
is a transgender man or a group of transgender men
- Number of premieres in which the lead character
is a cisgender woman or a group of cisgender women
« Number of premieres in which the lead character

is a transgender woman or a group of transgender women

- Number of premieres where the lead character is a
non-binary or fluid person, or group of persons, or their
gender is not mentioned

- Number of premieres in which the lead character

is a mixed group

3.8. Gender of Lead actors:
- Number of premieres in which the lead actor is
a cisgender man or a group of cisgender men
- Number of premieres in which the lead actor is
a transgender man or a group of transgender men
- Number of premieres in which the lead actor
is a cisgender woman or a group of cisgender women
- Number of premieres in which the lead actor is
a transgender woman or a group of transgender women
- Number of premieres where the lead actor is a
non-binary or fluid person, or group of persons,
or their gender is not mentioned
- Number of premieres in which the lead actor is

a mixed group

4, Political and social context influencing diversity

4.1. Have there been any Factors in your country that have encour-
aged gender equality and gender diversity in your theatre? For example, a
change of law(s), a particular policy in your country, a particular event (e.g.
#metoo or artists’ demonstrations), etc.

Yes - No

If yes, can you name and explain these events (maximum 3)?
4.2. Have there been any factors in your country that have hindered
gender diversity in your theatre? For example, a change of law(s), a particu-
lar policy in your country, a particular event, etc.

Yes - No

If yes, can you name and explain these events (maximum 3)?

15
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5. Actions to promote gender equality and gender
diversity in your institution:

S

5.2.

5.3.

5.4.

Over the past three years, have you taken steps
to promote gender diversity among your employees?
Yes - No

If yes, can you name and explain these actions (maximum 3)?

Over the past three years, have you taken steps to
promote gender diversity among your
directors/managers/department heads?

Yes - No

If yes, can you name and explain these actions (maximum 3)?

Over the past three years, have you taken steps to promote
gender diversity in your programming (shows directed and
written by cisgender women, transgender people, non-binary
or fluid people; increased presence of cisgender female,
transgender, non-binary or fluid characters)?

Yes - No

If yes, can you name and explain these actions (maximum 3)?

The researchers will conduct a qualitative survey
(case studies) on efforts in ETC Member Theatres to
increase gender equality and diversity in their institutions
over the past three years. Would you agree to be contacted
to discuss these actions mentioned above?

Yes - No

If yes, can you provide the name and email address of the

person we can contact?
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In 2024, can we truly say that gender equality has been achieved
on stage and in the workforces of European theatres? And have
European theatres made any progress since 2021, when the last
major research was conducted?

The new ETC study, Gender Equality in European Theatres and Artistic
Programmes 2024, authored by researchers Sarah Sepulchre, Jacinthe
Mazzocchetti, and Justine Vanhaelen from UC Louvain, asks these
critical questions. The study is divided into three key sections: a
literature review examining reports and research on gender equality
anddiversityacross Europe,adetailed analysis of datafrom 13 theatres
in 11 countries, and a series of anonymous, powerful interviews with
theatre professionals at various stages in their career on equality - or
lack of it - in the theatre sector.

europeantheatre.eu
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