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In November 2008, at the request of the French Ministry of Culture and Commu-
nication, and during the French Presidency of the European Union, the French 
Office for Performing Arts Circulation (Onda – Office National de Diffusion Artis-
tique) organised a conference on the dissemination of performing arts productions 
in Europe. On this occasion, I recalled in the closing session how important it was to 
have objective data available on artistic exchanges and the mobility of professionals 
in order to be able to implement new policies.

In the meantime, the working group focusing on international and European issues 
enacted by the Valois talks confirmed this need as well as that of establishing an 
initial assessment of subjects without delay.

Indeed, observation and analysis are inseparable from decision-making. Yet they 
in turn require the existence of data. In the field of performing arts, as we know, 
data relative to the mobility of people and productions have always been piecemeal. 
Paradoxically, the wealth and variety of our network of institutions, companies, and 
production and dissemination venues has been a major factor in this situation. By 
entrusting Onda with the implementation of a study on exchanges between France 
and Europe in the fields of theatre, dance, circus, puppetry and street arts, the 
General Direction of Artistic Creation of the Ministry of Culture and Communication 
(DGCA) sought to begin addressing this shortcoming. 

I would like to thank Onda, which has done so much for a circulation of works that 
transcends borders, for putting its experience and organisation in the service of this 
study, and, beyond Onda, I thank all the structures who willingly gave their time to 
answering the demanding questionnaire and to doing the interviews necessary for 
the study.

It is not the intention of this study, conducted by Mary Deniau, to act as a substitute 
for research that may be undertaken on the same issue on a European level. It none-
theless follows up on the studies on artistic mobility conducted by the Commission 

AN OVERVIEW AND A SERIES OF 
OBSERVATIONS TO ENCOURAGE US
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in the context of the open method of coordination. In the closing session of the 2008 
conference, I recalled in this respect that we could not expect everything of Eurostat 
where cultural observation was concerned, and that member states had to play a 
role. This study therefore marks an important contribution to the debate by France. 
I have no doubt that it will be carefully analysed in the Community bodies.

However, restricting the scope of this study to the European Union alone would 
have deprived it of part of its relevance, as exchanges between artists are thankfully 
not limited to our continent. It therefore goes beyond Europe and I am delighted it 
does so because it provides us with a wealth of information on the diversity of these 
exchanges. While French professionals find in Europe a valued workspace that is 
increasingly familiar to them, they do not hesitate to undertake the international 
adventure beyond the limits of our continent.

Despite the efforts required, I am convinced that there is considerable potential 
for the artistic and economic development of the French performing arts sector 
in Europe and internationally. Going beyond conventional ideas, which it tends to 
contradict, this study in the end reminds us, and rightly so, that the key is not only 
in the figures, in the volume of exchanges, but also and especially in the evolution 
of practices, which alone will enable the emergence of a European market generat-
ing new developments.

Finally, I believe that this study provides the Ministry of Culture with valuable mate-
rial to develop a fruitful collaboration with the French Ministry of Foreign Affairs, the 
cultural networks it supports abroad and its new operator, the Institut Français, for 
example, to reflect on establishing, wherever relevant, specialised offices providing 
assistance to our artistic exchanges.

I would like all our partners, artists, organisations and professional networks, as well 
as local authorities, to study this reference document so as to nourish our future 
exchanges. I also would like to see it being periodically added to and updated so 
that – finally – we have the comprehensive reference tool available on the cultural 
exchanges of our country that has been lacking for too long. It is also with this 
prospect in mind that the DGCA is considering a follow-up study that will shortly be 
conducted for the vast field of music, which requires a gathering and analysis of 
specific information.

Georges-François Hirsch, General Director of Artistic Creation



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 7

We would like to remind the reader that the present document is a synopsis. The 
full study is over one hundred pages long and is available online at the following 
address: www.onda.fr.

The research was restricted to the following disciplines: theatre, dance, circus 
arts, street arts, and puppetry/object theatre. To keep the language simple, the 
term “performing arts” will be used to refer to these disciplines 1. 

The study of the dissemination of foreign productions in France is founded on the 
database of the Centre National du Théâtre. This tool records the programmes of 
accredited venues (lieux labellisés), theatres under agreement with the Ministry of 
Culture (scènes conventionnées) and a few dozen municipal theatres.

Where the dissemination of French productions abroad is concerned, insofar as 
no sources existed, we had to construct a working method, indicators of analysis 
and tools for gathering information. Two questionnaires were developed and sent 
to the 1,573 theatre, dance, street theatre, puppetry and circus companies that had 
received a grant from the French Ministry of Culture and Communication between 
2007 and 2009 and/or who had presented their work within the accredited network 
in the course of the two seasons 2008-2009 and 2009-2010, as well as to 168 
venues and festivals to whom the production of and dissemination of these shows 
is likely to be delegated. This study drew on 577 response forms (527 companies 
and 50 venues).

The process was further developed in qualitative terms. Interviews were conducted 
with heads of companies, managers of structures with experience in dissemina-
tion and/or cooperation in Europe, and/or internationally, as well as with expert 
observers of the subject being addressed. Excerpts from these interviews are 
provided in the following pages, after being anonymised.

The initial results also underwent valuable discussion with a group of experts con-
vened twice by Onda, in October and November 2010.

Preamble
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Over the past three decades, artistic and professional practices in the field of per-
forming arts have gradually become Europeanised and internationalised. It is already 
the case that productions are touring, people are meeting and teams cooperating 
beyond national borders.

Nonetheless, the conditions necessary for further development of these dynamics 
of exchange between France and Europe are not fully satisfied. The principle of 
working together is not established, the pooling of production resources and risks 
is uncommon, the sharing of artistic methods and the merging of professional prac-
tices remain rare. In addition, the mobility of works and people runs into recurring 
obstacles, be they legal, social or fiscal, and above all there are significant financial 
deterrents.

Removing these impediments requires an adaptation of frameworks and means 
of public intervention, as well as changes in ways of thinking on artistic creation 
and organising the production of works in the European sphere. However, for the 
tools evolve and appropriate policies to be developed, it is necessary to estab-
lish an objective working basis consisting of statistical and qualitative data. 
Yet, in France, no tool for analysing exchange exists, nor is there a systematic 
monitoring of flows and practices. Thus knowledge in this field remains piece-
meal to say the least.

France is described as a good host country for foreign productions, with venues 
being quite open to the diversity of aesthetics and creativity present in productions 
from other countries. On the contrary, observers almost systematically lament the 
inability of French productions to export themselves, and put forward various ex-
planations for this supposed shortcoming (without really knowing whether the pro-
ductions of other countries export themselves better).

One of the objectives of the study carried out from June 2010 to January 2011 
was to gain visibility, to dispel impressions, and to confirm or disprove hypotheses. 

INTRODUCTION
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With this in mind, whenever possible, the first task of the study was to draw up an 
inventory: examining the nature and scale of import and export flows; providing 
qualitative information on professional practices; and describing the mechanisms 
supporting the circulation of productions. Furthermore, the process of observation 
and analysis resulted in the formulation of recommendations, working approaches 
that respond to the problems identified and the needs expressed.

Measuring and understanding European and international exchanges in the field 
of performing arts is of strategic importance in the light of current developments 
and challenges. Research and assessment must help to capitalise on the informa-
tion and have it circulate. The aim is both to feed forward thinking and to give keys 
to taking action, thereby contributing to the exploration of new ways to support 
the circulation of French productions in Europe and to promote the creation of 
an environment conducive to the development of cooperation.
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SUPPORT FOR THE CIRCULATION
OF PRODUCTIONS: THE MAIN 
FRENCH MECHANISMS
The Ministry of Foreign and European Affairs, the Ministry of Culture and 
Communication, local authorities, copyright collecting companies (Adami and 
Spedidam) as well as private stakeholders (corporate patrons, foundations) 
implement measures to support the European and international dissemination 
of productions. This summarised version of the study focuses more specifically 
on the action of Institut Français and Onda in this area. 

INSTITUT FRANÇAIS
The association CulturesFrance – with a budget of €33 million in 2008 – was the 
operator representing the Ministry of Foreign and European Affairs and the Ministry 
of Culture and Communication for international cultural exchanges up to December 
2010. In January 2011, “the Institut Français, the Ministry of Foreign and Europe-
an Affairs’s operator for France’s external actions, replaced CulturesFrance, taking 
the form of an EPIC (Établissement Public à caractère Industriel et Commercial, a 
public enterprise of industrial and commercial character), with an expanded scope 
of action and reinforced means” 2, constituting for France “a new instrument serv-
ing its diplomacy of influence.”

Institut Français aims in particular to support French artistic creation beyond 
French borders, to be attentive to other cultures and to promote cultural diversity. 
In the field of performing arts, support for the circulation of productions is based on 
multiple modes of intervention.

1.
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• Institut Français provides consulting and expertise to foreign professionals, the 
French cultural network abroad and French artists.

• Support for the French presence abroad through the organisation of major 
operations draws on a budget of about €600,000 per year and is divided broadly 
into three categories: highlights are usually planned around a discipline, in the 
form a single event or a series of events organised abroad over several years 
and developed from the same concept. For example: France Danse, Circasia 
and Théâtre Export. Promotional operations, named Focuses and generally con-
structed in partnership with Onda, aim to make facilitate the scouting of French 
productions for foreign professionals, providing them an opportunity to see a 
dozen companies in the course of three or four days. Grants for large tours ben-
efit major institutions (Comédie-Française, national theatres, CCN) or companies 
with a strong national and international reputation. The average grant figure is 
€16,000. Five tours were supported in 2009 and nine in 2010.

• Support for independent projects has been in place since 2008 through a 
system of calls for proposals, and in 2010 had a budget of €1.03 million to 
draw on (not including music), of which 35% was for theatre, 36% for dance 
and 29% for circus, street and puppetry arts. The same year, 210 projects were 
supported. The level of support per project varies between €386 and €30,000. 
The average grant comes to €5,000. Five projects received between €20,000 
and €30,000.

• Support for projects in the framework of agreements with local authorities 
allows for the pooling of resources and expertise to the benefit of local teams. 
In 2008, twenty-three agreements were in force and the programme was jointly 
funded to the sum of €2.6 million. Between 2008 and 2010, the average amount 
of aid granted to companies and structures was €7,600. The minimum amount 
was €1,000 and the largest €28,800.

• The Seasons are designed to support the French presence abroad and the 
foreign presence in France. During these major events, the circulation of shows 
and the production of projects occur within a framework that transcends cultural 
issues. Indeed, the Seasons stem from “bilateral diplomatic commitments made 
at the highest level” 3 and are decided on in relation to “the countries’ strategic 
and historical importance for France, but also and above all in relation to geopo-
litical developments”. In 2004, 2005 and 2006, CulturesFrance devoted about 
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€4.3 million per year to the organisation of the Seasons, that is to say 18% of its 
appropriations for operations. In 2007, €1.9 million or 9%, in 2008, €6.3 million 
or 24%.

The example of the Office of Theatre and Dance in Berlin

The Office of Theatre and Dance in Berlin, run by the Cultural Service of the French Embassy in Germany, 

is often cited as an example. Its role is to develop, over time, the presence of contemporary French artists 

in Germany, in the fields of theatre, dance, circus, puppetry and street arts.

For the 2009 season, it supported and/or initiated the visits of 84 productions for a total of 198 perform-

ances, and 27 festivals received assistance. In the course of its activities, 580 artists or technicians have 

been hosted in Germany for a total of about 1,895 individual fees. Its actions have helped to generate 

about €640,000 in sales revenue collected by companies and French artists and nearly €70,000 in 

copyright payments.

ONDA - OFFICE NATIONAL DE DIFFUSION 
ARTISTIQUE
An association reporting to the Ministry of Culture and Communication – with a 
budget of €4.2 million in 2010 – Onda’s primary mission is to support the dissemi-
nation of productions that are consistent with a process of contemporary artistic 
creation, notably by encouraging the circulation of works throughout the national 
territory.

Onda contributes to the development of exchanges between French and internation-
al stages – in particular European ones – by focusing its activity on two main points:

• In order to support the presentation of foreign productions in France, the Onda 
team provides individualised assistance to French programmers and organises 
group trips abroad. In addition, Onda hosts the International Group, a network of 
51 structures that are particularly committed to international programming policy 
and co-productions. Financial support is provided in the form of financial guaran-
tees that offset some of the deficits incurred by the host venue. In 2009, out of the 
€2.3 million funding provided for 727 productions, 29%, or €673,050, benefitted 
212 foreign shows. The majority of these (78%) came from European countries 
and from countries bordering France in particular. Onda also provides support for 
touring foreign productions (12 tours in 2009 – €80,000) and can contribute to 
the travel and/or surtitling costs of these productions.
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Mobility grants are provided to French programmers in the context of group 
scouting trips (in 2010, 79 grants totalling €28,340).

• Since 2008 Onda has intensified a second aspect of its international activities 
with the purpose of enhancing the visibility of French productions abroad:
• By developing activities to inform foreign professionals about French produc-
tions and French artists, through international dissemination networks: individual 
advice; invitations to foreign programmers to attend the inter-regional meetings 
(RIDA) and scouting trips; promotional operations to facilitate scouting for foreign 
programmers (Focus, Destination Paris); Ice-breakers (Salons d’artistes) giving 
French directors and choreographers the opportunity to explain their work and 
present projects to small groups of artistic directors of venues or festivals.
• By providing assistance for French dissemination managers to train in the practices 
and policies of European countries. In 2008, Onda teamed up with La Belle Ouvrage, 
which has created a training programme entitled Vue d’ailleurs, pratiques de la 
diffusion du spectacle vivant en Europe (“Seen From Elsewhere, Practices in the 
Dissemination of the Performing Arts in Europe”).

• In order to successfully carry out all its international activities, both for the dissemi-
nation of foreign productions in France and for the circulation of French productions 
outside the national territory, Onda plans henceforth to increase its involvement in 
European networks. A founding member of IETM International Network for Contem-
porary Performing Arts and also a member of Culture Action Europe, since 2008 it 
has piloted Space, a European platform that seeks to analyse and redress imbal-
ances in the circulation of productions on a European scale.

• Furthermore, during the 2000s, Onda played a role in accompanying the European 
cooperation projects ¡Mira! and Carta Bianca by contributing expertise and know-how 
as well as by mobilising its network of contacts.
 



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 15

FIGURES AND PROFESSIONAL 
PRACTICES

THE CIRCULATION OF FOREIGN PRODUCTIONS 
IN FRANCE
• 8% of productions disseminated in France on the 2009-2010 season are 
foreign.
Between 2000 and 2010, the proportion of foreign productions increased from 

3% to 8%. During the 2009-2010 season, the national stages (scènes nationales) 

and the five national theatres included 20% of foreign productions in their pro-

gramming. This proportion rises to 13% in the national drama centres (CDN) and 

in the theatres under agreement with the Ministry of Culture and Communication 

(scènes conventionnées).

• The import/export ratio is balanced.
Between 2007-2008 and 2009-2010, a minimum of 250 foreign productions cir-

culated in France every season. And at least 230 French productions were dis-

seminated abroad every season between 2006 and 2010. This near equivalence 

is also reflected in the number of performances. These figures certainly fall short 

of the reality. In all cases, based on the observed trends, the preconceived idea of 
a strong imbalance between imported and exported productions is contradicted.

• Foreign productions play for short, limited runs.

50% of foreign productions were not performed more three times. 81% are per-

formed less than ten times, while 17% of French productions fall into this category.

These results are certainly explained by the short duration of the foreign produc-

2.
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tions’ presence in France, but also by the additional costs associated with hosting 
foreign teams. They may also be related to difficulties encountered in setting up 
tours, not least for the lack of cooperation and coordination between French host 
venues (institutions/festivals). The language barrier and the difficulty developing 
and maintaining a “reservoir” of audiences also constitute major obstacles.

• A number of interconnected factors influence the volume of flows: distance, 
cultural proximity, language, contiguity, historical ties, level of development 
and artistic quality.
66% of foreign productions staged in France are from Europe 4. The nature of 
the exchanges is strongly shaped by shared cultural references and preferences. 
Thus, the increasingly commonly held idea that imported foreign performances 
satisfy a desire for exoticism, both among programmers and audiences, is some-
what undermined.
Distance is also a determining variable in the construction of a project to disseminate 
a foreign performance by a French establishment. One may presume that it simulta-
neously affects costs and opportunities for discoveries and scouting.
Nonetheless, based on the results of the study, it is not possible to establish a 
clear correlation between the kilometres covered and the scale of a production’s 
dissemination (number of performances, number of venues in which it is pro-
grammed). In other words, on one level, the distance factor impacts the number 
of productions imported, but on a second level, when considered in isolation, 
this factor does not suffice to determine a production’s itinerary and notably its 
number of performances.
To take the analysis of the geographical factor further, imported productions were 
divided into two categories: neighbouring and non-neighbouring countries. The 
second category includes 53 countries and the first only 6 countries, yet 52% of 
the productions originate from them. Thus, the factor of contiguity plays a very 
considerable role in the flow of foreign productions to France.
However, sharing a common border is not sufficient for the purposes of the analysis. 
To properly understand complex phenomena, other determinants must be taken into 
account: level of development, linguistic proximity, the influence of political, diplo-
matic and economic exchanges on cultural exchanges, but also and above all the 
wealth and the quality of artistic proposals.
The capacities of national production networks and States’ export policies also 
affect the composition of flows.
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BREAKDOWN BY DISCIPLINE OF FOREIGN PRODUCTIONS DISSEMINATED 
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• Dramatic productions are in the majority and circulate much better.
Between 2000 and 2010, 54% of foreign productions were categorised as dramatic 
works. 42% were choreographic and 4% were circus or street performances. In 
addition, theatre productions are programmed in more venues and receive a higher 
number of performances.
This breakdown evolved over the decade with the number of circus and street 
productions increasing steadily and the rate of exploitation of choreographic pro-
ductions gradually being reinforced.

• The presence of productions aimed at young audiences is significant.
Foreign productions for young audiences are becoming more and more accepted 
in France. In the early 2000s, 2% of programming 5 aimed at young audiences in 
France was attributed to foreign productions. Over the past three seasons, this 
rate has risen to 25%. A clear specificity of this sector in terms of hosting foreign 
productions has come to be highlighted: between 2007 and 2010, “only” 12% of 
all programming was for foreign productions.

THE CIRCULATION OF FRENCH PRODUCTIONS 
ABROAD
NB : The reference period covers four seasons: 2006-2007 to 2009-2010. To simplify the presentation of 

the results, companies who presented their work abroad during this period are called “yes’ companies”, 

while companies who did not present their work abroad are referred to as “no’ companies”. It goes without 

saying that this typology does not make any value judgment.

• Based on data collected between the 2006-2007 and 2009-2010 seasons, 334 

French companies and 27 French venues presented over 921 productions and 
gave more than 8,368 performances abroad. As the response rate to the survey 

was 30-33%, these numbers necessarily fall short the situation in reality.

• The volume of dissemination abroad is substantial but has to be seen in per-
spective.
50% of “yes’ companies” presented more than two productions abroad. And 50% 

of “yes’ companies” were hosted in at least five different venues.

Nonetheless, 50% of “yes’ companies” could not total more than 15 perform-

ances abroad in four seasons.
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The survey confirms that theatre companies experience greater difficulty main-
taining a presence abroad. It also highlights the vitality of dance companies 

outside France, while showing that in this sector, the short production runs ob-

served in France also characterises dissemination abroad. The results bring to 

light the specificity of puppetry and street arts: the number of host venues and 

the number of performances per production are high.

Moreover, the dissemination of shows produced by venues is less extensive than 
that of shows produced by companies: the former circulated on average in 2.75 

different venues for 7 performances, and the latter to 4.81 venues for 11 perform-

ances. Let us recall that the activity of creation is not systematically included in a 

venue’s missions. Many are not involved in producing shows and disseminating 

them nationally and internationally.

• The scale and stability of companies human and financial resources affect the 
scale of their dissemination abroad and vice versa.

Companies that have a considerable budget create more opportunities for tours 

abroad, and companies that tour a lot in fact increase their budget size as a result.

In addition, having an accredited status has a real impact on the propensity of 
companies to disseminate beyond national borders. 78% of accredited com-

panies presented at least one of their productions abroad in the course of the 

four reference seasons. By gaining a perspective of financial stability over several 

years, they can more easily afford to take the risks inherent to international dis-

semination.

The fact that a team’s international activities are taken into account in the support 

it receives from the public authorities was also highlighted as an essential point by 

our respondents.

• The relationship between the involvement of a producing organisation and 
scale of dissemination abroad is not established beyond doubt.
Companies assisted by a producing organisation were not overrepresented among 

the “yes’ companies”. On the contrary, when they go abroad, their volume of 

activity generally tends to be higher than that of other companies (they sell more 

productions and are hosted in more venues). 

However, the number of performances given abroad by these companies does not 

tend to confirm this trend. One must therefore apply caution when using these 

results as a working basis.
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• 26% of French productions disseminated abroad were co-produced by a foreign 
operator, these partnerships mainly applying to large-scale productions.
59% of productions with more than 25 people on tour benefitted from foreign 

co-productions. 22% of productions sold outside France for between €1,000 and 

€5,000 were co-produced by one or more foreign partners, compared to 42% of 

productions sold for €10,000-20,000 and 33% of productions sold for more than 

€20,000.

Foreign co-producers are more present in the fields of theatre (34%) and dance 

(26%) than in street arts (17%), circus (14%) and puppetry (13%) .

The proportion of French shows co-produced by one or more foreign partners 

is lower among productions that circulate in Europe (26%) than in productions 

disseminated in North America (30%) in Central and Eastern Europe (32% ) and 

especially in Asia-Oceania (40%).

• Europe is the main space of dissemination: 78% of French productions pre-
sented abroad during the reference period circulated in Europe. The analysis 

of France’s cultural exchanges 6 published in 2007 has already shown that intra-

Community exchanges often dominate in the cultural sector: “books, press, sound 

and video works are exchanged in priority with partner countries of the European 

Union”. The live performance sector does seem to be an exception to this clear 

trend.

• Most of the French productions presented abroad are recent creations: for 

the reference period, 2006-2007 to 2009-2010 seasons, only 5% of productions 

disseminated abroad were created before 2000. This is even more pronounced 

for productions created by institutions, 91% of which were created between 2005 

and 2009.

However, maintaining a repertoire of productions for dissemination outside 
France generates difficulties. 
The study relates the spontaneous testimonies of “yes’ producers” for whom one 

of the challenges is managing different time scales: “Projects sometimes take 

time to take form between an initial contact and touring. In the meantime, the 

company commits to a new production and must therefore work out strategies for 

storage and for managing of revivals.” Touring abroad tends to prolong of the life 

of a show, which requires the use of specific and potentially costly organisational 

arrangements.
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GEOGRAPHICAL DISSEMINATION OF FRENCH PRODUCTIONS ABROAD 
SEASONS 2006-2007 TO 2009-2010*

* A single show may have circulated in several different spaces of dissemination, that is why 
the total of the “percentages” in the figure opposite exceeds 100%.
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• The majority of disseminated productions require a moderate number of people, 
however, French producers have to deal with the technical shortcomings of foreign 
theatres.
64% of productions require less than 6 performers. For example, for circus, 48% 

of productions disseminated in France have 1-5 performers, as compared to 77% 

for productions presented abroad.

This point reflects a strong trend, however it does not apply automatically. Other 

parameters have an impact: artistic criteria, transfer price, set-up expenses, the 

dissemination context or even the production context in the case of a foreign 

co-production.

Venues more easily succeed in touring productions that require the presence 
of a large number people. 46% of productions disseminated abroad by venues 

require the presence of 11 to 25 people compared to 17% for company productions.

And the most recognised, most experienced and most in demand artists can 

propose “big” productions.

Moreover, a small number of people on tour is not always enough to offset the 

technical shortcomings of foreign stages: “The network of foreign stages likely to 

host us is far less well equipped than our needs require. It’s one of our main dif-

ficulties.”

• The cheapest productions are in the majority in our sample, but their rate of 
dissemination (number of venues, number of performances) is no higher than 
the others.
68% of productions have a transfer price abroad less than or equal to €5,000.

Conversely, 3% of productions are sold for more than €20,000. Initially, the “small 

price” of a show is likely to convince a programmer, but this parameter does 

not facilitate extended runs in the same venue, nor the organisation of a tour 

to a number of different venues. 96% of puppet productions are sold for less 

than €5,000 and 28% for less than €1,000. The dance productions dissemi-

nated abroad are not cheaper than those of other disciplines: 31% are sold above 

€5,000 (compared to 4% for puppetry, 28% for circus and 21% for theatre).

• For 63% of productions, sales abroad are subject to a lower selling price, 
places a heavy burden on producers.
This quantitative estimate is confirmed by practitioners: “In ten years of experi-



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 24

TRANSFER PRICES OF FRENCH PRODUCTIONS ABROAD 
SEASONS 2006-2007 TO 2009-2010, BY PRODUCTION 
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ence abroad, we have almost always cut our prices.” “These operations require 

an effort that is disproportionate compared to what they bring in, that is to say not 

much. Sure, the work circulates, which is what it is meant to do, but it is hard going 

for the company.” “Two dates in Spain may require as much time as ten days in 

France. We don’t make a profit abroad, it’s always very tight financially.”

Street arts performers and puppeteers in particular reduce their prices less often: 

49% to 53% of the productions are sold cheaper abroad than in France. The 

practice is much more common for the circus and dance sales: 71% to 74% of 

performances are subject to a lower selling price.

• Meetings, know-how and adaptability are crucial assets.
Consulting companies principally by questionnaire and also through interviews 

allowed for the collection of quantitative and qualitative data on strategic processes 

and approaches adopted by companies to set up their international dissemina-

tion projects, as well as for a better understanding of the factors that promote the 

development of this dissemination. This part of the study is based primarily on 

the testimonies that are available for consultation in the full report and that are 

summarised here in brief:
• Undertaking this initiative means following four essential points: identifying 
potential partners, bringing about a meeting, building a network of contacts 
and maintaining it. It is above all because people meet, exchange, get to know 

each other (one’s work and the other’s practices) that projects are planned and 

then made reality. Personal contact is essential and it is critical to find ways to 
facilitate it.
• Quality of methodology and level of expertise – gained through experience and 

training – are critical.
• Adaptability (set, people and time) is an essential quality but should not take 

precedence over technical and artistic requirements.
• A strong desire and positioning work are driving forces.
• The quality of communication and marketing tools is important but program-

mers are rarely make a decision on the basis of a presentation file and video.
• Certain practices – minority practices for now – prove to be decisive in some 

cases: fairs; agents; formalised networks, etc.

• Difficulties in understanding foreign dissemination circuits and financing pre-
paratory mobility are considered by all producers as key barriers. However, lack 



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 26

C
irc

us

D
an

ce

Th
ea

tr
e

C
ro

ss
-d

is
ci

pl
in

ar
y

P
er

fo
rm

an
ce

St
re

et
 a

rt
s

P
up

pe
tr

y
O

bj
ec

t t
he

at
re

DROP IN SALE PRICE OF FRENCH PRODUCTIONS ABROAD 
SEASONS 2006-2007 TO 2009-2010, BY PRODUCTION DISCIPLINE

74%
71%

62% 61%

53%

49%



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 27

of fluency in English is not felt by the respondents as a major obstacle. This does 

not mean they think they can work abroad without speaking this language, rather 
that they consider that there are other obstacles that are a lot more substantial and 
difficult to overcome.
A blank field on the questionnaire gave respondents the opportunity to freely add 
information about difficulties experienced: many took the opportunity to lament 
the recurrent lack of time and human resources to develop an international 
dimension to their dissemination.
A question regarding the aesthetics of productions was also inserted in this part 
of the questionnaire. Only 7-8% of producers rated this difficulty among the three 
major obstacles to dissemination abroad.

• 40% of the productions received a specific public grant for dissemination 
abroad. 15% were disseminated with a specific grant from a local authority. 30% 
received grants from Institut Français (at the time CulturesFrance) and/or the 
French cultural network abroad 7. The latter grants have given rise to mixed com-
ments, which are reproduced in the full study. Some respondents regret the lack 
of a clearly defined and coordinated strategy for supporting exports: “The di-
chotomy between the Ministry of Foreign Affairs and the Ministry of Culture is very 
detrimental, and there is a lack of strategy to support exports in the way that it exists 
for SMEs, which benefit from the support of Coface and Chambers of Commerce in 
their export projects, or as is done in the music industry with the Bureaux Export.”

• Private grants specific to dissemination abroad more naturally concern large 
productions. 6% of productions received a private grant, however this figure rises 
to 18% for productions whose selling price is between €10,000 and €20,000. The 
proportion is 18% for productions requiring the presence of more than 25 people. 
In addition, this type of grant tends to focus on productions that embark on sub-
stantial tours.

• The assumption that France exports little compared to other countries is con-
tested in part. The presence of French productions among imports by European 
countries is by no means negligible. French theatre is ranked 4th in Denmark 
(2007-2008 season), behind the United Kingdom, the United States and Germany; 
2nd in Finland (2007, 2008 and 2009) behind Sweden, and ahead of Russia, the 
United Kingdom and the Netherlands; 4th in the Czech Republic (2000 to 2007), 
behind Slovakia, Poland and Germany, ahead of Russia, the United Kingdom and 



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 28

Hungary. In Germany, in the framework of the Plan for Dance conducted between 
2006 and 2010, French dance companies were the best represented foreign 
teams: 67 French companies, 51 American, 41 Spanish and 41 English.
Further work on this type of analysis would in time lead to a better understanding 
of the place of French productions in several European countries in particular, and 
on the European market in general.

• The present data do not allow accurate assessment of total export revenues, 
but these are certainly significant. 
Concerning the productions in our sample, income from foreign sales over four sea-
sons came to €24 million, or €6 million per season. The result of this calculation is 
no doubt lower than the reality.
• Firstly, we do not have data on all French productions disseminated abroad 
between 2006 and 2009, the number probably exceeds the thousand mark.
• Secondly, for Germany alone, data compiled by the Office of Theatre and Dance 
in Berlin (see page 9) point to an estimated revenue from sales for all French pro-
ductions presented in this country of about €1 million in 2009.
A study devoted specifically to this economic approach would more clearly assess 
the overall volume of export revenue in the performing arts sector.
To be complete, it would necessarily have to take account of all revenue generated 
by the foreign market: sales revenue but also artists fees and copyright. Indeed, 
the dissemination of productions abroad also serves to increase the workload of 
French artists, to expand the length of productions runs and simultaneously to 
extend their viability as productions.
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CONSOLIDATING THE EUROPEAN 
AND INTERNATIONAL ACTIVITIES 
OF FRENCH PERFORMING ARTS 
PROFESSIONALS AND HIGHLIGHTING 
THEIR STRONG POINTS

The results observed are clearly encouraging. In view of the contributions made 
by professionals (as reproduced in the full study) and the results of the survey, 
the following lines of development can be explored.
The combination of three types of intervention (provision of resources, dedicated 
funding, strategic frameworks) should clearly produce multiplier effects.

FURTHER DEFINE THE OBJECTIVES 
AND THE REASONING BEHIND THIS WORK
Three guidelines can already be stated:
• stabilise and above all optimise the presence of foreign productions in France;
• promote the circulation of French productions abroad;
• facilitate co-productions and other forms of cooperation.
Nonetheless, for the work on tools to be carried out, it is necessary to first define 
coherent and sustainable objectives. It would therefore be beneficial to reflect thor-
oughly on the logic behind the choices made.
In addition, care must be taken to avoid creating misunderstanding and gener-
ating a form of “European illusion”. In a period of crisis for dissemination and 

3.
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credit, the European space is too easily perceived and presented as an emergency 

solution. However, it is proven that organising tour dates abroad is difficult and the 

operations – taken separating – are often financially unattractive. 

ASSESS, STABILISE AND IMPROVE 
CERTAIN EXISTING INSTRUMENTS
• In order to make the hosting of foreign productions in France sustainable it is 

necessary to stabilise support for the mobility of French professionals for scouting 

missions; presentations of productions at professional meetings; touring grants; 

surtitling grants; and financial guarantees. Furthermore, a wider and better coor-

dinated circulation of foreign productions in France would benefit the entire sector 

(cost sharing, diversification of artistic programme, etc.). It is therefore necessary 

to reflect on how to optimise the presence of productions travelling from abroad, 

notably by considering increasing resources so as to be able to encourage venues 

to cooperate more frequently and efficiently.

• In parallel, experimental mechanisms for the promotion of French productions 
(Focuses and Ice-breakers [Salons d’artistes]) should be extended at least for 

the next three years. This continuity would enable to improve the implementation 

of these concepts, to evaluate the quantitative and qualitative results, and to give 

foreign operators time to familiarise themselves with these events.

• Finally, closer links between the French cultural network abroad and the net-
work of French structures of creation, production, dissemination, training and 

resources is a necessity. This implies that several conditions be met, including the 

recruitment and training of persons for posts abroad.

• The creation of specialised offices has often been mentioned, however, the 

existence of such intermediaries requires adequate funding to be mobilised, as 
well as the elaboration of framework documents that stabilise their existence and 

functioning. As the operational procedures and organisation of the activities of the 

Institut Français are as yet undefined, it is difficult to have a clear view on future 

developments in this field. In some cases, changes in recruitment and training 

positions could result in the tasks of promoting French productions and supporting 
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cooperative projects being entrusted to specialists and thus this could constitute 

an alternative to the creation of specialised offices.

DEVELOP AND IMPLEMENT A NEW SUPPORT 
APPROACH ADAPTED TO THE MULTIPLICITY 
OF INITIATIVES AND THE DIVERSITY 
OF TRAJECTORIES
• Assist by making resources available.
In terms of formulating and engineering projects, the stakeholders require the devel-

opment of expertise and consultancy services and individualised advice giving rise 
to decisive encounters: the “good” artist meets the “good” programmer at the “right” 

time. Creating one’s own opportunities cannot be based on pre-existing formulas or 

fully transferable models.

Moreover, in light of the lack of knowledge about European issues, existing circuits 

and networks, available sources of funding, the difficulty projecting into the Euro-

pean space and “thinking a European project”, informing and creating awareness 
among stakeholders in the performing arts could be a priority and be based on the 

implementation of services and documentation tools as well as on the multiplica-
tion of formats for collective monitoring (cf. the models tested by Arcadi, Lieux 

Publics and In Situ or Culture O Centre).

The accelerated transfer of knowledge and skills also requires the internationali-
sation of training (initial and ongoing) as well as the greater awareness and training 

of administrative staff, who receive and interact with the project promoters. Among 

measures for consideration, let us mention: supporting and assisting public agencies 

or offices, nationally and regionally; identifying and assisting private initiatives that 

are original and relevant; extending and funding in a sustainable manner successful 

European experiments (short, mobile training courses adapted to different profiles 

and promoting meetings between professionals).

• Providing financial support for risk-taking and project consolidation.
Ensuring that the assets of French stakeholders benefit from the best conditions 

implies reinforced financial involvement adapted to each stage of the project.
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As the research and development phase cannot always achieve a rapid and direct 

return on investment, the development of projects should be based on specific 

financial support mechanisms.

It is essential that the consolidation or sustainability phase for processes and 

large-scale projects can also rely on adequate funding that may be further supple-

mented by European funding, although the purpose of the latter is not to replace 

the former.

These new financial instruments should be appropriate to the scale of the project 

and based on an expertise that can be called on at a particular time and contribute 

to the fulfilment of certain key stages of the project.

The support system or systems would be national first of all, but partnerships with 

local actors could be envisaged along the lines of what already exists in the film 

industry or even taking inspiration from the modes of cooperation applied in the 

field of performing arts with the inter-regional dissemination charter.

Mobility issues – both individual and collective – will also be the focus of spe-
cial attention and efforts.

Moreover, committing to a policy of incentives and support would require rein-
forcing the status of international issues in conventions and contractual agree-
ments by taking better account of the time frames and additional costs incurred in 

organising projects outside national boundaries.

Finally, the recommendations highlighted above do not distinguish between the 

disciplines covered by the scope of the study. Yet, the economies of dance, theatre, 

circus, street arts and puppetry present different characteristics. Professional 

practices respond to specific contexts and needs. Thus, the optimisation of existing 
tools and the development of new methods of support must take into account the 
specificities of each discipline.

IMPLEMENT SYSTEMATIC DATA PRODUCTION
• Support the decisions and action of public authorities and professionals in a 
process of objective and regular observation.
Studies have served to build a certain body of statistical data and helped us begin 

moving away from impressionistic assumptions. It is now appears necessary to 
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continue efforts so as to support a balanced view of the realities of the sector and 
to establish an objective working basis.
We must therefore plan to implement a process of observation founded on the 
optimisation of existing instruments and the creation of new permanent and 
regular tools for data collection and analysis.
This process would involve a principle of partnership upstream between the actors 
directly involved in the definition and implementation of the system.
Moreover, beyond the analysis and circulation of productions, research could use-
fully be expanded to the music sector, the circulation of texts, the young audi-
ences sector and local policies and practices favouring international action. A 
further development of the economic approach would enable to more accurately 
measure the volume of export revenue.
Studies overlapping the following fields – cooperation projects; new network typo-
logies; the role of festivals; the role of commercial fairs; co-production practices – 
would notably help to promote know-how, to capitalise on the experience of the 
structures and people who conducted these projects, invented these mechanisms, 
tested these tools and devised solutions, and to invent formats of transmission.
In parallel, evaluation mechanisms should be generalised. In the process of 
working on this study we were confronted with the lack of data relating to the 
activities of major stakeholders (ministries, operators, French cultural network 
abroad). Creating a culture of evaluation would produce valuable data, improve 
visibility on the allocation of public funding, and in part measure the efficiency of 
current tools and policies.

INTENSIFYING THE EUROPEAN RESONANCE
It is difficult to consider the development of the full set of measures described 
above within the limits of the national territory alone. It should be deployed within 
the European context and serve to accelerate some of the dynamics at work at the 
Community level.

• Continue the work and the actions undertaken by the MCC contributing to 
convergence in already well identified areas (status, visas and work permits, un-
employment benefits systems and tax regulations, intellectual property). Facilitate 
harmonisation in the field of technical standards.
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• Promote a better understanding of European issues, dossiers and frameworks 
within administrations (ministerial, regional, local) and large organisations, as 
well as a greater understanding of the Community workings and logic with the aim 
of making the French approach more decentred and relative (Europeanise).

• Place ourselves in a practice of data reconciliation and analysis on a European 
level, drawing lessons from the Travelogue/Space pilot project 8, and making use of 
collaborations with European partners. Observation conducted on a national level 
will be able to contribute significantly to the data sharing on a European scale and 
will position the French operators concerned as driving forces for these issues.
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In an area where there has been a patent lack of data up to now, this study, in 

itself very dense and here published in its summarised version, presents par-

ticularly rich findings. These findings can open up avenues for further study and 

provide real opportunities for reflection and action in the sector. One of the major 
challenges is to henceforth systematise data production so as to establish an 
objective working basis.

In compiling an inventory that is admittedly incomplete and imperfect but indis-

pensable, a first step has been taken. It has yielded a major finding: where the 

circulation of productions is concerned, whether one examines inflows or outflows, 

exchanges between France and Europe (and the rest of the world) are quite dy-

namic, and, contrary to popular belief, most certainly balanced. The “desire for 

Europe” is clearly alive within innumerable teams and structures, whether in host-

ing or in travelling.

The objective now is to translate this work of observation into practical decisions 
and actions. Firstly, the quality and importance of the hosting capacity of the French 

network of dissemination as well as its openness to artistic expressions from 

around the world need to be preserved. This means stabilising and optimising 

the mechanisms. Going beyond a simple logic of events, France is one of the few 
European countries to have implemented a public policy for the dissemina-
tion and promotion of foreign productions, a choice that benefits audiences, 
enriches the French cultural landscape and in a certain way participates in the 
construction of a favourable environment for exporting French productions, and 
as such it should be asserted and defended.

Simultaneously, it is incumbent upon governments to create the best conditions to 

strengthen the European and international activities of French professionals and 

to promote their undoubted advantages: vitality of artistic creation, diversity of aes-

thetics, and quality of initiatives. In other words, so as not to leave the latter per-

CONCLUSION



EXCHANG
ES BETW

EEN FRANCE AND
 EURO

PE 
PAG

E 36

manently struggling, there appears to be a need to encourage them and to help 
bring together the factors that strongly influence the feasibility of projects: first 
by facilitating the identification of partners and creating opportunities for meetings, 
by helping to build and maintain a network of contacts, by favouring the profes-
sionalisation of individuals and the structuring of activities. In order to produce the 
expected leverage effects, public initiatives should be preceded by a clear defini-
tion of objectives and a clarification of the reasoning applied.

An economic approach highlights commercial issues. Competition is steadily 
growing with other European and international stages as the phenomena of glo-
balisation becomes ever more prevalent. It has accelerated as a result of some 
countries implementing strategies – sometimes offensive strategies – of cultural 
export. It will be further accentuated by the arrival at maturity and rise of cultural 
forces in emerging countries. In this context, the financial volumes at stake (pro-
duced by the multiplication and consolidation of production sales) could clearly 
be substantial, provided a series of proactive initiatives are implemented and 
special funding is made available. Ideally, this investment would take place 
within a strategy of carefully reflected and coordinated support, both in terms 
of dissemination abroad and hosting foreign teams and long-term or occasional 
cooperation (such as co-productions).

However, artistic and cultural exchanges cannot be reduced to a confrontation of 
supply and demand on European and international markets. The double chal-
lenge is therefore to articulate logics (economic, cultural, diplomatic) that are 
occasionally complementary but easily conflicting and to include issues of the 
circulation of productions as much as possible at the heart of cooperative and 
cross-cultural dynamics that are at work, especially in Europe.

Finally, it is important that the movement of rapprochement between countries 
and the sharing of common references produced by the construction of a united 
Europe be taken into consideration and put to good use. Such an environment 
is potentially a tremendous opportunity to generate encounter, to produce fertile 
confrontation, to forge partnerships and to accelerate exchanges of all kinds. To 
achieve this, it is necessary to acquire greater mastery of Community dossiers and 
frameworks, to develop better knowledge of circuits, networks and partnership 
opportunities specific to each country, as well as a finer understanding of what 
Europe is in all its diversity. Meanwhile, the development of genuine cooperation 
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requires strong support for the different levels of mobility, which not only means 
moving works and people in space, but also implies advances in mentalities and 
the adaptability of professional know-how and practices. The French stakeholders 
of the performing arts sector will then be all the better able to project, and more 
widely, on the European space in the long-term.

1. Where the musical field is concerned, the data already produced – namely by the Bureaux 
export – serve to nourish the observation of “import-export” exchanges, which will undergo specific 
investigation later.
2. Source: www.institutfrancais.com. 
3. Source: website of the Ministry of Foreign and European Affairs.
4. Here and for the rest of this document, “Europe” refers to the 27 member countries of the European 
Union as well as Iceland, Norway, Switzerland and Turkey; “Central and Eastern Europe” refers to 
Albania, Byelorussia, Bosnia-Herzegovina, Croatia, Moldavia, Montenegro, Russia, the former Yugoslav 
Republic of Macedonia, Serbia and the Ukraine.
5. The programming figure refers to the number of times a production was programmed in France. 
The production may appear in the programmes of several venues in the course of a season, it may 
also be programmed twice in the same venue. Programming in a venue can give rise to one or 
more performances.
6. Les Échanges culturels de la France, François Rouet, Culture Chiffres 2007-4, ministère de la 
Culture et de la Communication, département des Études, de la Prospective et des Statistiques.
7. These data result from a declarative logic, however grants from Institut Français (at the time 
CulturesFrance) and the French cultural network abroad can be provided to the structure hosting 
the company. Some companies are therefore unaware that the presentation of their productions 
was made possible thanks to these support, while others may have deliberately opted not to men-
tion his grant – which remains indirect – in answering the questionnaire.
8. Travelogue is the resources component of Space, the European project piloted by Onda. Its 
purpose is to make up for the lack of comparative data on a European level on the circulation of 
productions.
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