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One of the key outputs of Perform Europe is a set of policy recommendations for the European
Commission, the European Parliament and the Member States on the possible integration of
a support scheme for cross-border touring and presentation of the performing arts in the
Creative Europe programme 2021-2027. The recommendations also aim to provide insights,
vision and advice for a broader political context and inform the sector itself on how sustainable,
inclusive and balanced touring and presentation should be supported and implemented.

To elaborate on these recommendations, the Perform Europe team gathered knowledge and
insights from various channels: The “Imagine the Future” policy workshop organised at the
start of Perform Europe, the Mapping findings, the analysis of Survey responses (two surveys
were sent out: the first one to 508 participants admitted to the Development phase and the
second one to the 88 members of the selected partnerships), the Jury Report, brainstorms of
the Perform Europe Board, Policy Experts’ contributions (through comments to the policy
draft and a specially dedicated meeting), sectoral consultation, and three Advisory Group
meetings.

1. Approach to sustainability

2. Ecological practices

3. Geographical imbalances

4. Diversity and inclusivity

5. Multidisciplinary approach

6. Digitalisation

7. Economic sustainability

8. Skill development, learning and capacity-building

9. Relations within the performing arts sector



1. Approach to sustainability

What we learned

The unique feature of Perform Europe has been its systemic vision of sustainability - in which
social, environmental, human, economic and artistic dimensions of sustainability are
interconnected. However, this framework might have seemed overwhelming for some
applicants: both in terms of the scatteredness of priorities and the perceived ambition to cover
too many areas at once.

The alternative could be addressing different aspects of sustainability through separate
thematic strands, within one programme. However, if the programme claims to support
sustainability, it is important to adopt an approach that enhances the awareness about the
interconnection between climate change, social exclusion, drain of economic resources, unfair
practices, etc. This interconnection is a fact, and it is important to nourish the cross-thematic
debate on sustainable transformation of the performing arts sector. Moreover, thematic silos
do not stimulate the knowledge transfer between players in the sector that have expertise in
specific domains.

Interestingly, among the 19 selected partnerships there have been many that combined
several sustainability values in one project, while focusing on one main theme (migration,
disability, decolonisation, reconnection with nature, etc.). These flagships show two important
things: 1) how partners with different expertise (inclusion, digitalisation, ecology) can work
together across borders, nourish each other’s knowledge on important issues within one
project and generate new, multi-thematic approach together; 2) how artistic projects aiming
at sustainable transformation can naturally combine social, human, economic, artistic and
environmental aspects in the very essence of their rationale (when slow travelling goes hand
in hand with deeper connections with local communities; when financial and ecological
strategies are built jointly; when caring for the environment is part of fighting for human justice
or the other way around).

Recommendations

The future of Perform Europe

1. The EU scheme supporting sustainable cross-border touring and presentation of the
performing arts should base itself on a clear definition of sustainability, to avoid
simplifications and misinterpretations and to be concrete on what the scheme aims to
achieve in the short and long term.

2. The definition of sustainability should embrace the key domains - environmental,
economic, social, human and artistic. It is necessary to underline, in the programme’s
guiding values, the challenge and importance of striking a balance between these



value areas and recognise they have different natures and positions within the complex
conceptual framework of sustainability. The importance of the systemic interrelation
between these domains must be explicit in the guidelines of the support scheme;
however, there should be no strict formulas offered on how to embed this interrelation
in a project.

3. The framework defining sustainability for a funding scheme must be clear but open
enough, both to embrace the diversity of contexts and priorities that depend on socio-
economic situation, geographic location, background of applicants, etc. and to allow
innovation to happen from the bottom-up.

4. The future EU support scheme for sustainable touring and presentation of the
performing arts has to approach sustainability in a systemic way (social, economic,
artistic, environmental, ecological, human). The different aspects of sustainability,
however, should not be seen as separate boxes to tick. On the contrary, the support
scheme should be encouraging artistic projects with a systemic approach to
sustainability in their very essence, in other words - when the artistic idea and
production principles originate from such an approach. This could mean that one
theme/priority is central, but naturally integrates some other aspects of sustainability.
At the same time, some fundamental baselines (such as fair payment, inclusivity,
geographic balance) must be respected in the working and collaboration practices of
all projects, no matter their artistic idea, scale, type, etc.

Creative Europe

5. The current Creative Europe programme is aligned with the key strategies and guiding
documents of the European Union, such as the Green Deal (which focuses on the
environmental transition and pursues a social approach through the Just Transition
Mechanism), the New European Agenda for Culture, the Digital Single Market, the
#Digital4Culture strategy, and the European Democracy Action Plan. The multiplicity
of goals and aims reflected in these strategies should be further aligned in a
multifaceted approach to sustainability, in which “sustainable” does not only mean
“green”, but also includes broader social and economic dimensions. This definition
should be clearly described in the programme.

6. Creative Europe acknowledges the vital role of the artistic component of culture, as
part of recognising its dual value - artistic (intrinsic) and economic’. We recommend
that various initiatives of Creative Europe, on one hand, complete this spectrum of
values with social, human and environmental dimensions, and on the other hand, to

"“The Programme should take into account the dual nature of the cultural and creative sectors, recognising, on
the one hand, the intrinsic and artistic value of culture and, on the other, the economic value of those sectors,
including the broader contribution of those sectors to growth, competitiveness, creativity and innovation.”
Regulation (EU) 2021/818 of the European Parliament and of the Council of 20 May 2021 establishing the Creative
Europe Programme (2021 to 2027).



recognise that all five of them have different natures and positions in the essence of
artistic practices.

The performing arts sector
7. The performing arts sector itself should approach sustainability as a complex and
multilayered concept including multiple dimensions that are crucial for the sector and
each professional, as well as communities at large: economic, social, artistic, human,
and economic. The challenge of striking a balance between those fields and identifying
the viable links between them, must be recognised as a necessary endeavour of
anyone in the performing arts sector, who strives to pursue a long-term transition
towards a more sustainable ecosystem.

2. Ecological practices

What we learned

The analysis made by the Perform Europe Jury points to the fact that green production and
mobility are considered by the sector as essential elements of sustainability. A significant
number of applications included strategies to reduce the carbon footprint of their activities -
through slowing down their operations, prioritising ferry or train travel to planes, reducing the
number of people travelling, using recyclable material, etc. Many applicants embedded these
green practices in other dimensions of their projects: longer stay in places was coupled with
deeper relations with local communities, compact tours allowed for visiting the nearby towns
and villages, limited number of people travelling resulted in a renewed artistic concept, etc.

At the same time, participants of Perform Europe’s selected projects repeatedly stressed that
ecological practices require a lot of financial resources, and in some places, they are simply
impossible due to the lack of necessary infrastructure. Another challenge experienced and
flagged by Perform Europe participants relates to the fact that ecological touring can put
additional pressure on human capacities. As green touring is usually more expensive and time-
consuming, it is less affordable for smaller and more fragile players in the sector. Moreover,
longer trips and staying away from home is challenging for people with families, especially with
young children or family members that need care. According to some partners of Perform
Europe’s selected projects, travelling by car, boat or train requires more human energy, it is
especially challenging for people with disabilities or chronic health issues and can have an
effect on people’s psychological and mental well-being.

Another challenge revealed through the Perform Europe research, Testing phase and sectoral
consultation, relates to the lack of knowledge and skills needed to adopt ecological practices.
The matter is two-fold: on one hand, it is about the recognition that ecological transformation



requires specific experience and know-how - on organisational and personal levels, and those
currently lacking or are unevenly spread in the performing arts sector. On the other hand, it is
about the general scarcity of data on the environmental impact of performing arts touring and
the lack of tools, methods and practices aimed to measure this impact.

Recommendations

Creative Europe

1. Given that greening of the Creative Europe programme requires extra financial
resources and that this programme has quite a limited budget, it is necessary to
promote and practically implement synergies with other relevant programmes, in
particular Structural Funds, the Just Transition Fund, LIFE, InvestEU, Horizon Europe,
as underlined by the European Parliament in 20202 Special EU initiatives on
integrating culture in the Green Deal, precisely - the New European Bauhaus, should
not be funded from the already limited budget of Creative Europe, but it should be a
self-standing programme part of the EU Green Deal®.

The future of Perform Europe

2. The Creative Europe support scheme for cross-border distribution of performing arts
must allow for extra financial support for ecological practices: mobility, production,
dissemination, etc. This means that no matter where a presentation takes place and
from where a production comes, it must be acknowledged that for it to be greener, a
special budget allocation is necessary. This awareness should be spread among Jury
members / evaluating experts, and special “greening” budget lines may be added to
recommended budget templates (such as additional transportation costs, financial
compensation of hours spent when travelling, extra expenses for ecological materials,
etc.).

3. The future Perform Europe must recognise the inequalities that exist across Europe
in terms of financial capacities and geographic peculiarities, when it comes to
adopting ecological practices and methods. The practical approach to addressing
these inequalities can play out in at least two modalities of the future scheme:

a. Involvement of experts in the evaluation process that are skilled and
knowledgeable enough to assess the capacity of applicants to adopt green
practices, depending on applicants’ geographic situation and infrastructure
available in their contexts.

b. Stimulation to share resources, including financial means, and knowledge
within partnerships, to make sure most vulnerable players can be included in

2 Report on effective measures to ‘green’ Erasmus+, Creative Europe and the European Solidarity Corps
(2019/2195(INI)). Committee on Culture and Education. Rapporteur: Laurence Farreng

3 Culture Action Europe’s Position Paper on the New European Bauhaus, March 2022



projects and benefit, preferably in a future-oriented way, from the expertise,
knowledge and capacities of their colleagues. A solidarity mechanism should be
part of every application, in which applicants would acknowledge the
differences in each others’ capacity to adopt green practices and develop
solutions to address these differences. Such balanced partnerships should be
stimulated through selection criteria and questions in the application forms
related to sharing and exchange aspects.

Future Perform Europe must recognise that green practices require additional time,
resources and energy. Therefore, in the guidelines, criteria and application questions,
such a scheme should reflect the understanding that a sustainable project is not
expected to be massive in scale (numbers of audiences, capacities of venues, number
of people involved in production and presentation, the size and scale of productions),
productivity and output. On the contrary, the project must respect the boundaries of
the environment and human capacities of everyone involved in it.

EU, national, regional and local funding schemes

On a broader policy level, any funding scheme and programme supporting the
performing arts sector and the cultural sector at large, must stimulate the awareness-
raising on environmental challenges, which should be accompanied by additional
budget for greening practices and the acknowledgement of a potentially reduced
scale, pace and output level of environmentally considerate projects (as above). This
additional support, however, should not be taken from existing budgets allocated for
cultural and creative sectors.

Given the general scarcity of knowledge on the environmental impact of performing
arts cross-border touring, we recommend that European institutions and Member
States support research in this field. The carbon footprint of digital distribution should
be a specific focus within such research. A mapping of green infrastructure and gaps
that exist in this regard across European countries, could be an essential tool for
practical implementation of support schemes for more ecological cross-border
projects.

The performing arts sector

We recommend the cultural players operating across borders, such as networks,
platforms, cultural institutes, among others, to continuously spread information about
ecological practices, organising capacity-building events, knowledge sharing,
dissemination of success stories and best practices. All existing (and those in
progress) tools for measuring carbon footprint and toolkit for greening working
practices in the arts should be disseminated as widely as possible.

The diversity of realities - in terms of available infrastructure, knowledge, the level of
cross-border connectedness and all the inequalities and privileges related to that -



must be recognised and addressed by the sector operating across borders. This
should mean the continuation of cross-border mobility and collaborations inspired by
solidarity and considering the possibilities and capacities of organisations based in
different regions and countries.

3. Geographical imbalances

What we learned

Being aware of the considerable disparities in the European performing arts distribution
landscape, we tackled this challenge from the very beginning to make sure artistic
communities from all 41 countries are equally informed about Perform Europe: a sound
communication strategy was adopted to reach underrepresented countries. The Jury
members were aware of Perform Europe’s ambition to correct the existing geographic
disparities thus they strived to make sure that a decent representation from each region was
secured.

The regional composition of the 19 partnerships selected by the Jury in the second step looks
as follows: Western Europe - 28%, Eastern Europe - 25%, Northern Europe - 19%, South
Europe - 15%, Balkans - 8%, Eastern Partnership and Tunisia - 3%. Just as in the first step, the
Jury’s selection was primarily guided by the quality of project applications concerning their
innovativeness and feasibility. The geographic balance has been a secondary, yet essential,
factor influencing the Jury’s final decision. As a result, the geographic spread of presenters
and producers involved in the 19 selected partnerships is more balanced than the status quo
revealed by the Mapping. However, it is visible that the representation is far from being equally
spread.

Therefore, one may conclude that proactively reaching out to underrepresented countries and
regions, through digital promotion strategies, has been essential, but ultimately social media
campaigns, mailings and personal emails alone did not solve the problem of representation.
Sensibilisation of the Jury has been an important factor; however, a clear and practical
guidance on how to strike a balance between quality of applications and inclusion of
underrepresented countries was missing. Moreover, more data was needed to shape clear
criteria related to geographic indicators (size of the performing arts sector per discipline and
/ or the size of population); approaching the geographic imbalances based on countries’
indicators would have been more effective and nuanced than the macro-regional approach
(as there are large gaps within macro-regions too).



Recommendations:

Creative Europe

1. We recommend that a proactive strategy to include Balkan countries, Eastern
Partnership (with a specific focus on Ukraine) and Tunisia is put in place by Creative
Europe:

a.

Following the strong example of the specific call for cooperation projects for
Western Balkans, similar calls must be implemented for these country groups.

Bridging geographic gaps must be one of the clear goals of network and
platform strands of Creative Europe.

The future of Perform Europe

2. Geographic balance must become one of the key aims of the future scheme for
performing arts touring and distribution across borders. Practically these might play
out as follows:

a.

Selection criteria related to geographic balance must be aligned with the
relevant data on the actual presence of countries in the European performing
arts distribution system. For that, the Perform Europe mapping must be
upgraded with further knowledge on the size of population and performing arts
markets in the European countries. It is also important to have a more detailed
mapping of factors that define the current geographic distribution flows of the
performing arts in Europe.

Jury or Experts evaluating applications must be briefed specifically on the
issue of geographic disparities: through written material (including the data on
distribution asymmetries and practical guidance on how to embed the aim of
correcting them in the selection process). The panel of Jurors / evaluators must
be as geographically diverse as possible.

The selection process should be built on evaluating the quality of applications,
with a strong consideration of geographic balance.

Time and financial resources must be allocated for a well-elaborated
dissemination strategy aimed at reaching out to potential applicants in the
underrepresented countries, including a coordinated and financially rewarded
action plan for local “ambassadors” from underrepresented countries
responsible for liaising with their respective local sector and promoting Perform
Europe; dissemination must be adapted to local realities and coupled with
locally run workshops, training and information sessions.



EU, national, regional and local funding schemes

3. Further research must be conducted on cross-border collaborations in the European
performing arts sector, covering a scope beyond touring and presentation (analysis
of Creative Europe projects, co-productions, translational funding, cross-border
audience engagement, higher education, etc.). This would help in mapping the issue of
geographic disparities across the entire value chain and thus contribute to formulating
more evidence-based solutions.

4. EU and Member State funders should support and stimulate transnational networks
and platforms to diversify their membership in terms of countries represented.

5. National funders and cultural institutes should embrace the priority of building
bridges with least represented European countries in their strategies and activity
plans, with a view of creating a shared, diverse and equal cultural space in Europe.

The performing arts sector

6. European cross-border networks and platforms must address the geographic
imbalances as one of the most urgent obstacles to building shared European cultural
spaces. The knowledge created by Perform Europe on geographic gaps should be
shared with and used by networks and platforms. Breaking isolations, redistributing
access to opportunities and challenging prejudices must be on the top of networks’
priorities, alongside strengthening the existing relationships.

4. Diversity and inclusivity

What we learned

Perform Europe communicated inclusivity as one of its main three values, alongside balance
and sustainability. Reaching out to underrepresented artists and audiences has also been
understood as a component of the broader concept of sustainability. Inclusivity was clearly
highlighted as one of the aims of Perform Europe’s open calls for touring projects.

However, Perform Europe did not unpack the complex research on gender representation,
inclusion of rural communities, access for professionals with disabilities, let alone the issue of
racial and ethnic minorities, approaches to which vary greatly from country to country. Such
research would have been too massive (given the complexity of the theme and the wide scope
of 41 countries), and there was no time nor resources to delve into it. We have featured some
of the available national data, which is only sufficient to create an approximate overview of the
situation in the performing arts in terms of access to arts careers and professional
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opportunities for underserved groups of society. We have also not conducted an in-depth
analysis of the specific needs and challenges of those groups in regards to transnational
touring and presentation. However, we strongly believe this must be the next step.

The strategy to ensure a diverse representation in the selection process was reflected in the
diverse composition of the Jury. We trusted their expertise on the various topics and sensitivity
on how such a project as Perform Europe can embrace these topics as well as people that
belong to underserved groups in its final selection.

While we cannot assess the diversity of the pool of professionals involved in the
implementation of the 19 selected distribution plans, we do have a clear idea of how much
inclusion issues are addressed in the artistic content of these projects. The Jury has analysed
the thematic nature of the 19 selected projects and concluded that the selected partnerships
cover, in a more or less equal way, a very diverse range of themes related to inclusivity:
migration, disability, youth, refuge, gender, LGBTIQ+, colour, among others. The focus on
inclusivity was largely featured in the guidelines of the open calls and reflected in the nine aims
that applicants were expected to address in their projects.

Recommendations

Creative Europe

1. Inclusivity must be both one of the guiding values of Creative Europe and a baseline
for each supported project. Moreover, to practise equity, Creative Europe must open
and undertake specific calls for various underserved groups*.

The future of Perform Europe

2. Creative Europe’s scheme for cross-border touring and presentation of performing
arts must embrace the value of inclusivity as its central guiding principle. This should
play outin:

a. Featuringinclusion of professionals from underserved groups as one of the aims
in the guidelines to open calls and targeting projects that address themes
related to inclusion;

b. Integrating inclusion as a baseline of each application, without a predefined
formula though, as each applicant / partnership must have the freedom to
define inclusivity in line with the specificities of their projects and the context
they operate in;

4 Artists and cultural workers that are underrepresented within the sector due to structural discrimination based on their
gender, gender identity, race, ethnicity, indigenous background, age, class, physical ability, sexual orientation
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c. Including representatives of underserved communities in the process of
designing open calls (as advisors, experts, editors) and properly compensating
their work;

d. Sharing of resources, knowledge and connections between partners should be
encouraged through the application process (for instance, a specific question in
the application form could address specifically the models and strategies to
share resources); this would enhance access of those professionals that
normally have less access to information and knowledge;

e. Engaging a diverse pool of evaluators, making sure that applications are
assessed by professionals from underserved groups; undertaking anti-bias and
anti-discrimination workshops with evaluators, briefing them on the specific
ambitions and methodologies of the scheme related to inclusion and diversity;

f. Providing feasible application timelines, given that some groups (for instance,
artists with certain disabilities) will be less likely to apply if deadlines are too
tight;

g- Adjusting the language of open calls, guidelines and the general description of
the scheme to diverse audiences: using plain and clear language, avoid jargon,
making sure the language is inclusive (as far as this is possible in a cross-border
context of 41 countries), clearly stating which underserved groups are
particularly welcome to apply;

h. Making “access budget” (see more details in recommendation 7) a mandatory
line of the budget proposal with a clear percentage allocated to it.

i. Enhancing the promotion strategy by engaging with specific national and local
civil-society organisations specialised in inclusion related topics, allocating a
specific fee for those of them who can serve as “ambassadors” targeting the
right communities locally and undertaking information sessions and capacity-
building activities in relation to the scheme and its open calls.

j- Keeping the activity reporting as light as possible, focusing on the actual
implementation of the project, to make sure professionals with different types
of vulnerabilities (physical, economic, etc) do not have to spend excessive
amounts of time on it.

EU, national, regional and local funding schemes

3. When it comes to projects targeting specific underserved audiences or involving artists
from specific underserved groups, there should be minimal pressure concerning the
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number of tickets sold, the scale of the project, number of countries involved (beyond
the eligibility minimum), or new partners attracted.

. The European Commission and Member States should conduct studies on the access
and participation of various underserved groups in cross-border collaborations,
including touring, in the performing arts. Such research should provide data on the
current status quo and reveal the key needs and challenges of these groups regarding
their access to cross-border collaboration and touring opportunities.

Funders should practise equity by offering targeted support to various underserved
groups (specific calls with a geographic focus or for an underserved group, etc.), to
correct the existing inequalities and prevent people from disadvantaged groups from
competing with others in open calls for grants.

. Just like with additional “green” financing, there must be additional access support -
for staff costs (interpretation, personal assistance, etc.), additional travel costs
(specific flights, tax, etc.), equipment rental (hearing loops, temporary accessible
toilets), marketing tools aimed at audiences with disabilities, etc. This is essential not
only for supporting projects involving artists and audiences with disabilities, but it also
stimulates those who do not have a specific access strategy to take this matter into
account. A special budget line must be previewed in the budget template, applicants
should be proactively informed that these types of costs are encouraged and eligible,
and evaluators should be made aware of this special type of expenses.

The performing arts sector

As touring and presentation are only a part of the value chain, inclusivity issues must
be addressed by the sector at all other levels and steps: education, employment,
programming, access to funding, project collaboration, promotion strategies, etc.
Transnational networks should continuously address the issue of inclusivity in their
respective sectors: through creating awareness among their membership and adopting
concrete strategies for proactively reaching out to underserved professionals.

Every organisation, company, festival, venue, collective, as well as every freelance
professional, should strive to have a policy on the issue of inclusion in their practices
at their respective level, identifying the categories of their fellow citizens that are
currently underrepresented in the performing arts sector and within audiences, and
outlining action plans on what they and their organisations concretely can do to
improve the situation (including diversity in decision making).
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5. Multidisciplinary approach

What we learned

In the final selection, there is a diverse mix of disciplines represented (theatre, dance, outdoor
art, circus, performance), and, according to the Jury, it was difficult to identify distinct
disciplines within the selection pool for the statistics. The borders between the performing
arts forms are very fluid and there is a strong tendency towards interdisciplinary collaboration,
and, according to the Jury, this was a particularly relevant characteristic for the pull of
submitted proposals.

In the survey sent to all presenters and producers selected in the first step, there was a
question “Is there anything related to your art form (theatre, dance, street art, etc.) that needs
to be considered in the design of such an application process? If yes, please specify and
indicate your art form?” An overwhelming majority of respondents said there is nothing
specific, in relation to their art form or discipline, they would like to suggest regarding the
application process. However, a few ideas were shared:

e Digital elements are not equally easy to implement in various performing arts
disciplines: outdoor art, for instance, is less possible to livestream than a text-based
theatre;

e Circus artists often need more and better care for their physical condition, and this
should be considered in planning and financing more sustainable, slower tours;

e OQutdoor art takes place in summer, and the timeline of Perform Europe’s presentation
phase (November - end of June) was not convenient for this discipline.

e Some applicants from very niche disciplines (visual poetry, installations, etc.) had a
feeling there was little understanding of their art form among the Jury members; they
recommended that experts from many different art forms are involved in evaluation. In
the Jury or evaluation panel, there should be knowledge on what is risky, labour-
intensive, expensive, not suitable for the digital, etc. in each of the art forms.

e Putting together a multi-disciplinary project that includes productions of different art
forms may require additional time for understanding technical peculiarities of various
disciplines by all stakeholders.

Recommendations
The future of Perform Europe

1. Creative Europe’s support scheme for cross-border distribution should embrace all
disciplines of the performing arts in an equal way, because:
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Circulation of each of the art forms is crucially important both for European
audiences and the performing arts ecosystem as such; artistic diversity is key
for vibrant performing arts sector;

Each of the performing arts disciplines needs support at the European level, as
each of them has their problematic points: for example, circus and
contemporary dance are not sufficiently recognised and supported at the
national level in some countries, while repertoire theatre might be overall more
recognised yet still less internationalised;

The future of the performing arts is multidisciplinary: there is a growing trend
of artistic interaction between various art forms and strict categorisation, which
can create constraints for artistic development and even exclude some art
forms which do not tick any of the boxes.

2. At the same time, the future scheme must be flexible and comprehensive of the
peculiarities of various artistic disciplines, in terms of:

a.

Timelines, considering possible seasonal programming peculiarities of different
disciplines;

Including Jury members / evaluators with practical and artistic expertise in
various performing arts disciplines;

Sufficiently open application guidelines and criteria that do not exclude any of
the art forms: for instance, considering different digitalisation potential,
different level of risk and impact on human well-being, various pressures on the
budget (for subtitles in theatre, additional time for physical rest for circus
artists, tailor-made tools for promoting their artistic works abroad, etc.)

6. Digitalisation

What we learned

Digitalisation has been an essential element of Perform Europe, which started in the middle of
the Covid-19 pandemic. Digitalisation has been perceived by Perform Europe as a vehicle for
innovating presentation and touring practices as well as making audience development and
networking in the sector more sustainable and inclusive. At the same time, it has always been
clearly stated that digital is seen by Perform Europe to enhance artistic value without
compromising the core live component of the performing arts form. In other words, our
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ambition has been to identify and upscale the trends on the digital in our sector, rather than
force the usage of digital technologies for the sake of innovation that is driven solely by
economic, environmental and any other but artistic purpose, or even simply by the necessity
to tick funders’ boxes.

Perform Europe made a distinction between digital performing art and digitalisation of
different processes in the performing arts. We did not favour digital performance as an art
form. We did, however, stimulate digitisation of presentations (requiring at least one
presentation of the project to be livestreamed or recorded). According to presenters and
producers interviewed by Perform Europe during the Testing phase, digitisation was truly
relevant and uniquely useful for the following aspects, to name a few:
e Creating cross-border audience communities;
e Online subtitles and translation functionalities which were cheaper than subtitles used
in physical performances;
e Cost-efficiency and lower environmental impact of producing digital debates,
meetings, conferences;
e [Exercising certain audience engagement practices that do not require live presence
and interaction;

Building a Digital Platform was an important step in Perform Europe’s journey. The aims of the
Platform are the facilitation of networking, upscaling emerging players that are not yet well-
connected internationally and enabling presenters to explore the diversity of artistic offer in
different corners of Europe. Perform Europe’s Platform was launched in June 2021, and it
served the application, matchmaking and selection processes.

General feedback of participants in regard to the Platform was positive. There was, however,
a trend of producers being much more active on the Platform than presenters. It has also been
concluded that the Platform as such does not necessarily correct the power imbalances that
exist in the performing arts sector, if it does not base itself on a fundamental strategy in place
to enhance access of underserved professionals to visibility, connections, information, etc.
Digital tools, including such a platform, tend to reinforce the existing trends and developments
in the sector, unless they are built and maintained with a specific focus in mind and technical
features supporting it.

Therefore, providing access to visibility to as many professionals as possible, the Platform
does support those who would otherwise not have visibility at all, but it does not solve the
structured issues in the sector: power imbalance shifted towards presenters, high competition
among producers, vulnerable position of artists, etc. When there is no overarching strategy to
tackle these gaps, the Platform alone cannot correct them.
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Recommendations

The future of Perform Europe

1. Asitwas recommended in subchapter e. Multidisciplinary approach, Creative Europe’s
funding scheme supporting cross-border distribution of performing arts should not
favour any sub-discipline or artistic form of performing arts. The same way, it should
not have a specific focus on digital performing arts.

2. Digital innovation in artistic creation and distribution should be treated through a
specific call which targets those for whom digital is part of the DNA of their artistic
practice. If a funder wishes to stimulate the development of the digital performing
arts form, it should set up specific calls for projects in this area, clearly conveying the
difference between the creation of digital art and digitalisation of live art. If “digital
artistic innovation” is the focus of an open call, there should be no competition between
artistically driven digital works and digitised live performances, or organisations that
transfer to the internet their live works produced with artistic techniques and
modalities which are applied to physical productions.

3. For digitalisation to play a truly relevant role in the performing arts, there must be a
distinction made between the digital performing arts form and digitalisation of
certain aspects and processes of the live arts. Moreover, the latter should only be
encouraged by funders when it brings a clear added value to the project, to the
performing arts ecosystem and the audiences: optimisation of costs, reduction of
environmental impact, engaging audiences across borders, creating access through
translation, etc. To stimulate that, the funder should rather convey the goals than
stimulate the usage of specific means to achieve these goals. If an applicant identifies
themselves and their practices with a particular goal, they will come up with the
relevant means to achieve it, be they digital or not.

4. The future Creative Europe must tackle the geographic inequalities in the access to
digital technologies, through:

a. Stimulating fair resource and knowledge sharing among applicants from
different contexts (providing mentorship and training to each other, sharing
financial resources, including capacity-building activities in the budget);

b. Engaging evaluators that are able to assess the level of digitalisation of the
performing arts sector in various parts of Europe that are eligible for the scheme
and secure sufficient support to those that are in a disadvantaged position in
this regard.

5. The B2B digital platforms proved to be relevant and needed for a big part of the sector,
thus the usage of Perform Europe’s platform should be continued in the long-term.
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6. Moreover, the Platform needs to be upscaled and improved, namely:

a. More players in the sector must be allowed to register on the Platform (with an
enhanced focus on presenters), beyond the open call, to make sure the pool is
as large and diverse as possible. The Platform must, therefore, support the
application process, but it should not be directly bound to it. Some moderation
work (approving and publishing accounts) must be previewed in the budget of
the future Perform Europe.

b. The Platform must offer advanced search functionalities, helping the user to
browse organisations, artists and artistic works by themes, type of audience
engagement, way of addressing ecological values, the way of using digital
technologies, language, location, and many more. Open fields, in which users
can describe each category, should be available along with pre-defined tags. A
professional with an expertise in database creation and management should be
involved in upgrading the platform. There should be appropriate, longer-term
investment in managing and maintaining the platform.

c. Acritical mass of presenters registered on the platform must be ensured.

EU, national, regional and local funding schemes

7. The European Commission should commission EU-wide research on the carbon
footprint of digital activities in the performing arts so that there is no confusion on
how ecological it is to replace physical operation with virtual activities. The study
should offer practical recommendations, and a mechanism should be set up to follow
up on how the recommendations are implemented.

8. The European institutions and Member States must support capacity-building
activities for the performing arts sector on various aspects of digitalisation: business
models, privacy and safety, intellectual property, practical usage of digital tools of
different types. They must also support the acquisition of appropriate technical
equipment.

The performing arts sector

9. Education institutions and organisations training culture and arts professionals should
include digitalisation as one of the key themes as part of their circular.
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7. Economic sustainability

What we learned

Perform Europe featured “viable economic models” was one of the nine aims of its second
open call for projects. Moreover, application forms in both steps included questions about fair
sharing of resources. All selected projects were required to share the conditions under which
they would collaborate within their partnerships.

Some partners of selected projects said that ideologically there was no problem to embrace
fair remuneration as a principle; however, practically it was challenging to calculate what “fair”
means in different countries. In general, many applicants felt left in the darkness in relation to
what fair collaboration means in a cross-border setting, as no fee policy was suggested to
them.

The entire Perform Europe process was too long for freelance professionals in terms of the
time they could afford to allocate for activities without any guarantee of remuneration,
especially those who were not selected in the end; it’s necessary to think of how freelance
professionals (and everyone else) can be better compensated through knowledge building and
networking, if not by direct payments for taking part in the second step.

Overwhelming majority of partnerships said they experienced cash flow issues since the first
instalment was only transferred after the first presentation was implemented and reported on
(this rule was announced from the start though). This is especially relevant for sustainable
touring - “slow” presentations and reimplementation of artistic ideas and concepts in different
countries, which can take much longer time than a classical tour and require more working
hours.

Recommendations

Creative Europe

1. Evenif it is impossible to impose pan-EU remuneration standards, fair contracts and
rates should become part of selection criteria, and fairness should be an overarching
priority of the Creative Europe programme.

The future of Perform Europe

2. Creative Europe’s scheme for cross-border distribution of performing arts should
convey fairness as one of its guiding principles. For that, a clear statement of what
“fairness” is in the context of cross-border touring and distribution should be part of
the guidelines for applicants. In this context, there is also a need for some flexible
directions/recommendations, developed in collaboration with experts, on how a fair fee
can be calculated and adjusted depending on a country.
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3. Selected partnerships should be able to receive their first instalments before they
implement the first presentation, as in many cases, not only freelance professionals
but also small organisations find it challenging to bridge a no-income period, especially
when it comes to sustainable tours, which might take longer time and be more labour-
intensive than a regular tour.

4. Selected partnerships should receive the full fee requested through their
applications. It is rare that Jury members or evaluation experts have enough specific
knowledge on various aspects of the projects they evaluate to be able to suggest to
beneficiaries a renewed budget and make sure that budget reductions they are
introducing do not damage the project and relations within the partnership. Moreover,
itis challenging to putin place a fair and transparent system of reviewing and amending
budgets given the lack of time, as well as the precision and all-around expertise
required from the Jury for such a task. Therefore, the Jury should not be deciding about
changing the budget and should evaluate projects on a yes / no basis. At the same time,
it should be clearly stated that budgets should be sustainable (reasonable, adapted to
the needs, fair to all stakeholders involved and relevant for specific contexts), and this
should be part of the selection criteria.

5. When creating better access for small and micro-organisations, as well as freelance
professionals, the programme must allocate sufficient budget for human resources
managing the application and administration processes, as smaller entities require
more support and flexibility from the team.

EU, national, regional and local funding schemes

6. The European institutions and Member States should follow the recommendation of
the European Parliament on setting up a European Status of the Artist, “setting out a
common framework for working conditions and minimum standards common to all EU
countries”®. Such a framework would mean providing guidelines in relation to social
security, sickness and unemployment insurance, pension schemes, direct and indirect
taxation, non-tariff barriers and information asymmetries. This is crucial for making
cross-border collaboration in the arts more predictable and equal. Coordination of
these issues should continue as part of the Work Plan for Culture 2023-2026, inter alia,
through the Open Method of Coordination. The Member States should also exchange
information and best practices on funding policies and programmes supporting cross-
border touring and presentation, including stimulation of ecological practices and
fostering digitalisation.

7. EU and national policymakers and funders should stimulate and support the adoption
of fair practices in the performing arts sector (guidelines, code, minimum standards,

5 Report on the situation of artists and the cultural recovery in the EU (2020/2261(INI)), Committee on Culture and
Education, rapporteur: Monica Semedo, 2021
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fair pay etc.). Funding programmes should not be stimulating the multiplication of
short-term engagements and project-based activities focused on output and not on
the well-being and socio-economic situation of workers implementing these activities.
This should be advanced both through the guiding values of funding schemes and
through allocating additional financial support.

8. Skill development, learning and capacity-building

What we learned

Perform Europe recognised from the start the considerable knowledge and skill gap that exists
in the European performing art sector. Skills and knowledge were listed as two of the ten gaps
the scheme aimed to tackle in the two open calls.

The Development phase, that bridged two application steps, was designed precisely for the
purpose of creating a space in which presenters and producers could not only network and co-
create projects, but also get inspired, be mentored by experts and exchange knowledge and
insights.

78% of applicants that were selected in the first step and answered our survey took partin the
Development phase. “Learning new models” was in the top three motivations for them to
attend the Development phase. However, it was also observed that this phase was too short
and limited to offer substantial knowledge to applicants. Moreover, the level of knowledge on
inclusivity and sustainability varies greatly across the extremely diverse European performing
arts ecosystem; therefore, it is a challenge for a support scheme that primarily focuses on
touring and presentation to create a knowledge base that would fit the diverse needs and levels
in the sector.

Some of the 19 selected partnerships shared that their projects include very different
stakeholders, in terms of approaches and levels of expertise, and they are continuously
learning from each other, especially if the project is about reimplementing an artistic concept
in different contexts. So, in many cases it is not about “one size fits all” solutions, but about
continuous learning about differences of realities and peculiarities of working models in
different art disciplines, with different types of audiences, in different hyper-local
circumstances.
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Recommendations

The future of Perform Europe

1. A scheme supporting cross-border sustainable and inclusive distribution of the
performing arts must consider the gap of knowledge and skills that exists in the
performing arts sector, in relation to sustainable ways of working. Innovating practices
in a sustainable way should necessarily be seen as a process that includes
transformation through learning and upgrading skills. Thus, such a support scheme
should address specific capacity-building needs of applicants, through financing
knowledge and skill development activities planned as part of their projects. Learning
activities should be an organic part of Perform Europe applicants’ projects, meeting
their key aims. The time for taking part in these activities should also be financially
compensated for freelance professionals. The main aim of Perform Europe (cross-
border distribution) should, however, not be financially compromised, thus a certain
ceiling / maximum percentage for training activities should be set up.

2. Given the unequal distribution of knowledge and skills in the performing arts sector, a
cross-border scheme for touring and presentation of the performing arts must
stimulate an exchange of knowledge and skills within applicant consortia, thus
requiring defining partnerships’ approach to sharing knowledge and mutual learning in
their applications. The programme should stimulate an approach of generating new
knowledge together, instead of one-way, top-down knowledge transfer.

EU, national, regional and local funding schemes

3. It should be acknowledged on the funders and policy-makers level that innovating
practices is not only about trying, failing or succeeding. Innovation is also, and first of
all, about developing and acquiring new skills, otherwise, it is unsustainable. Therefore,
The Creative Europe programme, as well as other relevant EU programmes, national
and regional funding schemes, must support the enhancement of skills, awareness
and knowledge on embracing sustainable working models in the cultural sector: green
practices, slow travelling, engagement with communities and local co-creation, fair
working practices, viable economic models, among others. This could be in the form of
specific grants for learning and skill-building, as well as including capacity-building
budgets in small and large-scale projects, platform and network grants.

The performing arts sector

4. Art schools and universities must integrate in their curricula capacity-building and
knowledge creation on sustainable ways of working in the performing arts: measuring
and acting on their CO2 impact, working with audiences on projects that truly matter
locally, practising inclusion, applying digital technologies in a meaningful way,
developing sustainable working practices and ethics, etc. These domains should not be
approached in silos, as they are interrelated and influence one another in a complex
concept of sustainability.
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9. Relations within the performing arts sector

What we learned

Perform Europe’s scheme was designed with the ambition of rebalancing relations in the
sector or at least exercising and testing new balances. The two-step process, with the first call
for individual artists and organisations and the second call for partnerships made of producers
and presenters selected in the first step, was meant to be one of the tools to create new
connections in the European performing arts sector, beyond existing collaboration bubbles,
and give a chance to emerging players and those based in isolated and unprivileged contexts
to gain more visibility.

The two-step process, with a Development phase in the middle, did create a space for
unconventional networking, which was easy to attend (as it was held online) for a large and
diverse group of applicants. Pitching sessions were dynamic and time-efficient ways to
organise networking and presentation of ideas and projects, without gathering hundreds of
people physically. Many participants shared that they discovered artists, festivals and venues
they have never heard of before.

The matchmaking phase, however, appeared to be challenging both for producers and
presenters. Producers felt under pressure to find at least three presenters for their
applications. This search was a challenge for many of them, especially those less experienced
and connected internationally, given the high competition with other producers and the
generally low number of presenters that took part in the second step (around 42 % of
applicants selected in the first step were presenters, which is rather low given the 1:3
producer/presenter correlation was required as an eligibility criteria).

Basically, the high number of participants admitted to the second step, combined with limited
time and the lack of centralised coordination and facilitation, made the match-making process
hard to navigate for many applicants.

As said above, the idea of the Digital Platform was conceived as a response to the lack of
visibility and cross-border recognition of artists, producers, companies, venues and smaller
festivals that do not have the tools to network and have particularly suffered from the COVID-
19 reality (see chapter 5 “Digitalisation”). In general, feedback in relation to the Platform was
rather positive. However, it is vital to consider the existing imbalances in relations and power
between presenters and producers, and inequalities that exist among producers with different
backgrounds, physical abilities, experiences, etc. Giving visibility through a digital platform
does not entirely solve the problems of competition, exclusion and unfair relationships in the
sector.
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Recommendations

The future of Perform Europe

1. A digital space for networking and matchmaking is needed in the performing arts, to
include underrepresented voices, give visibility to remotely based and emerging
players, empower artists with disabilities and continuously feature artistic
developments in all corners of Europe, and possibly, the world. Such a cross-border
platform had not existed before Perform Europe was launched, and the need for it was
expressed by multiple voices in the sector. Therefore, Perform Europe must serve that
role of a cross-border digital B2B meeting space. However, it can only be a useful tool
if it considers the problem of imbalances and inequalities in the sector:

a.

b.

C.

A special communication campaign promoting the Platform should be directly
targeting presenters: digital campaigns through presenter networks (info
sessions, discussions in small groups, etc).

A dedicated group of presenters (festivals and venues) could be created to be
ambassadors of the Platform towards their peers and use it themselves.
Members of the group could be identified during the research process (see point
above), among the most interested and motivated participants.

A special promotion strategy should be put in place to reach out to producers
from underserved groups and underrepresented countries, to motivate them to
register on the Platform and support them in creating and maintaining their
profiles (if needed).

2. Support programmes focused on sustainable touring and presentation must apply all
possible tools to stimulate sustainable and long-term partnerships, namely:

a.

Ensure there is enough time for partnership building and application creation;
offer Help Desk support to make sure partners are aware of all practical details
that might affect their collaboration;

Make sure, as much as possible, that the partnership-building process is
natural and organic, progressing in the interest of the project and everyone
involved in it. On the contrary, it should be avoided that partnerships are
created only for the sake of ticking boxes (adding a partner only because they
are based in an underrepresented country, or because they are new in the
picture of cross-border collaborations) or because one of the partners is strong
enough to take on financial risks.

However, new relations and inclusion of underrepresented players and
geographies should be encouraged. If a partnership is made of organisations
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that have not yet worked together, they should be stimulated to include in
their project activities focused on building trust, sharing knowledge and
values, understanding each other’s local reality, etc. Such activities can be joint
research, workshops, awareness-building sessions, among others.

3. The support scheme for cross-border touring and presentation of performing arts
should be aware of the current power imbalances between producers and presenters
that exist in all macro-regions of Europe. To try and correct those disparities, the
support scheme should:

a. Make sure each selected project applies fair relations (asked through a question
on how resources and risks will be shared).

b. Not replicate the existing imbalances through its own features: avoid creating
networking spaces in which there is a disbalance between producers and
presenters. If there are any pitching sessions held, a critical mass of presenters
taking part in it must be ensured. For that, two separate registration strands
could be organised, and the limit on the first one should be set depending on the
number of presenters registered by a certain deadline.

c. Similarly to the recommendation 1.a above, create a special way of engaging
presenters in the scheme, for instance, through establishing a group of
presenters from all macro-regions in Europe, having a role of advisors,
ambassadors, supporters, or observers of the project.

Creative Europe

4. Creative Europe should enhance the support to networks stimulating them to focus
on redistributing the power within the sector and including the underrepresented
voices. Moreover, the programme should stimulate more balanced relationships within
consortiums applying for cooperation projects.

EU, national, regional and local funding schemes

5. Funding schemes should be aware of the fact that their modalities and guiding values
heavily influence relationships in the performing arts ecosystem. More funding should
be directly targeted to artists and producers, and their position should be
strengthened.

The performing arts sector

6. European performing arts networks should embrace the learning points of Perform
Europe and play their role in creating more balanced relations between presenters and
producers and thus contributing to a fairer and more sustainable performing arts
ecosystem.
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