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Annexe — The Online Survey

FESTIVAL’S IDENTITY

1. When was the festival created?

2. Where does the festival take place? (country and town).

3. In which period?

4. How long was the preparation time for the festival in 2015?

5. How long is the festival? (days)

6. What is the statute of the establishment who organizes the festival?
Association  Sole proprietorship  Trade company  Cooperative society

Municipal festival ~ Public establishment  Other (please specify)

7. How much was the budget of the festival in 2015?

Less than €20,000 Between €20,000€ and €50,000€
Between €50,000€ and €100,000 Between €100,000 and €250,000
More than €250,000

8. Which was the rate of the public subventions regarding the budget in 2015?

9. By estimation, please classify the first three artistic domains of the performing arts, which
were often programmed during your festival (classify them from the 1% to the 3" degree of
importance)

Theatre Dance Puppetry Storytelling
Circus Street Art Rock, electronical music International
traditional music Classical music, jazz Other

10. What is the impact that the privileged artists had in the scheduling of the festival?
Regional National International N/A

11. Indicate how important are the following objectives by attributing a note from 1 (slightly
important) to 4 (very important) or 0 if the objective is not pursued.

Current status Status desired in
(note from 0 to 4) | three years (note
from 4 to 0)

Assure the promotion of the new companies

Select immersive shows

Program innovative artists

Program entertainment artists

Favour the international circulation of the artists

Favour the future distribution of scheduled shows
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Diversify the space of the shows within the territory

Develop cultural tourism

Develop the festival’s notoriety

Improve the festival managers’ reputation

Reinforce the cohesion between the members of the
festival’ staff

Reduce the environmental impact

Physical accessibility for disabled persons

1. PROGRAMMATION

1.1. Indicate how important are the following criteria regarding the choice for the artistic
programming by attributing a note from 1 (slightly important) to 4 (very important) or 0 if the
criteria is non-applicable.

Current status | Status desired
(note from 1 to | in three years
4) (note from 1 to
0)

Consider the ethical values of the scheduled artists

Consider the esthetical values of the scheduled artists

Consider the notoriety of the scheduled artists

Encourage the artistic creation among the youth

Consider the generational diversity of the artists

Possible collaborations between the scheduled artists

Taking into account the cultural diversity of the population

The festive dynamics of the territory

The inventiveness of the artists regarding the relations with
the audiences

Other important criteria (specify)

1.2. Who are the persons responsible for the artistic programming?

The artistic director Two artistic directors More than two artistic directors
The artistic direction and the administrative direction

1.3. How long before the beginning of the festival did start the research of scheduling teams?

1.4. What was the approximate share of 2015 production reserved to companies that were
already invited during the previous editions of the festival?

2. AUDIENCE DEVELOPMENT

2.1. Indicate how important are the following objectives by attributing a note from 1 (slightly
important) to 4 (very important) if the objective is not pursued.
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Current status
(note from 1 to
4)

Status desired
in three years
(note from 1 to
0)

Diversify the social and cultural composition of the
audience

Increase the audience without distinction

Diversify the generational composition of the attendance

Maintain the loyalty of the festival’s attendants

2.2. If you orient your approach towards different age categories for certain festival’s
activities, please classify them (from the 1% to the 3" degree of importance)

Children Pupils from elementary schools Teenagers

Adults The elderly

Young adults

2.3. How would you evaluate the results of your audience development activities?

2.4. Which was, in 2015, the approximate share in number of tickets?

Full fare

Up to 66% reduced fare

Reduced fare between 30% and 65%
Very reduced fare (less than 30%)
Free fare

2.5. Indicate how important are the following activities regarding the public relations devices
by attributing a note from 1 (slightly important) to 4 (very important) or O if the tactic was not

used.

Current status
(note from 1 to 4)

Status desired in
three years
(note from 1 to 0)

Organising participative workshops

Making use of the local inhabitants in the artistic process

Organising debates focused on the spectacles

Organising debates focused on societal questions

Developing contact between professionals and amateurs

Developing contact between audiences and volunteers

Creating spaces to nurture the conviviality and the exchange

Organising playful animations

Another important objective (specify)

2.6.a. If citizens were involved in 2015 into the participative projects, what was the average

time needed to prepare the participative shows?

b. How many artists were involved in these participative creations?
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¢. How many non-professionals were involved?

d. Were there
Singular creations continuous activities

2.7. What was the total festival attendance in 2015?

2.8. Since 2010 would you estimate that festival attendance has
increased (what average percentage?)

stabilised

decreased (what average percentage?)

2.9.a. Have you already proposed surveys regarding the audiences of your festival?
Yes No

b. If yes, how did you use them to improve the relations with the attendance?

3. TECHNICAL SETUP

3.1. In which places the productions are staged?

In theatres with a capacity of more than 500 seats

In theatres with a capacity between 150 and 499 seats

In theatres with a capacity of less than 150 seats

In schools and universities

In cultural heritage establishments (archives, libraries, museums, monuments)
In tents

In collective residences (hospitals, prisons, retirement homes)

In social or youth centres

Others (please specify)

3.2. Is it possible for you to store the set of the companies? What is the average surface?

3.3. Technically speaking, the logistics of the shows is organised by

The distribution of a technical file

A prior dialogue with the artistic team

An adaptation to the space dedicated for the show in the same day of the representation
Locations with specific materials

A strict adaptation to the materials used by the organisational team of the festival

3.4.a. Do you use specific tools to organise logistics tasks?

Yes No

b If yes, what tools do you use?

Retro-planning Gantt diagrams Pert diagrams
Control panel Other tools (please specify them)

3.5. How did you improve the conditions of the technical preparation of the shows?
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4. THE ADMINISTRATIVE ORGANISATION

4.1. Classify by order of importance in your organisation the following domains by attributing
a note from 1 (slightly important) to 4 (very important) or O if the domain was of no interest to
you.

Current status Status in three years

Management of the contracts

Budget management

Staff’s autonomy

Staff’s training

The capitalization of organisational
trainings

4.2. Who is in charge of...
a. the contract negotiation?

b. the contract redaction?

4.3. Would you estimate that, since 2010, the negotiating power of the companies and the
musical groups...
improved deteriorated remained stable

4.4. Who does participate in the decision process regarding the repartition of the budget to the
different services of the festival?

The artistic direction The administrative direction The technical direction
The communication direction All the managers

4.5. How did the process of the estimated budgets improve lately?

4.6. If the festival is organised by a cultural institution or a company...

a. How many employees of this structure were involved in the organisation of the festival in
2015?

b. How many of them were involved on the basis of a full-time contract?

4.7. How many people were employed exclusively for the festival in 2015?
a. Total

b. How many of them were employed

On a permanent contract

On a non-permanent contract

On a subsidized employment (the State or municipalities)
On internship

4.8. Does your working organisation favour staftf’s autonomy?
Yes No

If yes, how?
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4.9. How many employees carried out a professional training?
- in 2015?

- during the last three years?

4.10. Which are the training needs more often requested by
- the administrative staff

- the technical staff

4.11. What tools were used to capitalize the organisational learning process, during the
previous festivals?

Informal tools Internal seminars Trainings Activity reviews
Increased delegation of authority among the members of the services
Increased centralisation in the festival’s management Others (please specify them)

5. COMMUNICATION
Internal communication

5.1. What are the most effective internal communication means that the festival’s staff uses?
(maximum 3 choices)

Team meetings on a regular basis

Punctual team meetings regarding a specific theme

Sub-working groups meetings

Internal newsletter

The transmission of the instructions by the superiors

The reporting of the difficulties by the employees to their superiors

The use of digital tools (as Whatsapp group conferences)

Other means (please specify them)

5.2.a. Would you estimate that the internal information flow...
improved degraded remained stable

b. If there was an improvement, by what means it was possible?
The External communication

5.3. Who’s the person in charge with the approval of the external communication?

The communication director ~ The administrative manager The communications
officer
The artistic director The scheduled artists Others (please specify)

5.4. What is the role of the PR staff or the Cultural mediation department regarding the
reflection on the communication strategy?
Evaluate from 1 (slightly important) to 4 (very important)

5.5. Has your graphic design evolved?
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If yes, what were the causes?

5.6. Which of the following communication activities were outsourced?

Press relations Graphic design of the documents
Writing of the documents Printed documents

Web design Social network development
Other

5.7. How did you improve the efficacy of the communication tools regarding the promotion of

the festival?

6. PARTNERSHIPS AND NETWORKS

6.1. Indicate how important are the following partners by attributing a note from 1 (slightly

important) to 4 (very important) or 0 for the partners that weren’t involved.

Current status
(note from 1 to 4)

Status in 3 years
(note from 1 to 4)

Showplaces subsidized by the State

Showplaces non-subsidized by the State

Theatre and dance companies

Musical and vocal ensembles

Cultural organisations

Media

Schools and universities

Conservatories

Libraries, museums and archives

Social centres

Judiciary and medical centres

Cinemas

Other (please specify)

6.2. What are the conditions for an effective cooperation with the partners, regarding the

development of the audiences?

6.3.a. Were your partners diversified in order to increase the funding for the festival?

b. If yes, how?

6.4.a. Does the festival appeal to more professional networks?

b. If yes,

6.5. How are these professional networks contributing to your festival?
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7. VOLUNTEERING

7.1. Indicate how important is the role played by the volunteers for these different activities
by attributing a note from 1 (slightly important) to 4 (very important) or 0 if they don’t play
any role.

Current Status in 3
status years

(note from O | (note from O to
to 4) 4)

Reception and orientation of the artists

The accommodation of the artists at volunteers’ homes

Participation at the collective cuisine

Attendants’ orientation

Reception of the attendants during the shows

Animation of the social spaces

Setting the productions

Organise debates

Flyers distribution

The display of the information panel

Other activities (please specify)

7.2. What the percentage of work was done by volunteers in 2015?

7.3. What are the conditions to favour the volunteers’ engagement in their missions?

8. FUNDING

8.1. By order of importance, please classify from 1 to 7 the sources of your revenues or 0 for
no revenue

Current status | Desired status
(note de 4 2 0) over 3 years
(note de 42 0)

Box office revenues

Public funding support

Patronage

Merchandise selling

Food and restauration

Location renting

Other (please specify)

8.2. The scheduled productions are mainly...

funded by a delegated production of the festival

coproduced by the festival

funded by a disposal agreement

funded by a coproduction contract without a guaranteed minimum revenue

funded by a coproduction contract with a guaranteed minimum revenue for the producer
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funded by a coproduction contract with a guaranteed minimum revenue for the organizing

committee

8.3. Please classify the first three funding entities by order of importance.

National Ministry of Culture Other National ministries Municipalities
County/Province Council Regional Government European Union

8.4. Do you receive special funding for the cultural activities to increase the audience

(workshops, animations, meet-and-greet)?

8.5.a. What are the development perspectives of the festival resources?
High development Low development Stabilization

b. Why?

8.6. If the budget was reduced, how did the organizational committee of the festival adapt?

9. ENVIRONMENTAL IMPACT

9.1. Classify by order of importance the tactics you used in order to reduce the environmental
impact of the festival by attributing a note from 1 (slightly important tactic) to 4 (very

important tactic) or O (if the tactic was not used)

Current status
(note from O to 4)

Status in 3 years
(note from 0 to 4)

The reduction of the energy consumption (gas, electricity)

The reduction of the water consumption (toilets and taps)

Reusable products (mainly for dishes)

Primarily use short supply chains

The use of bio food during restauration

Recycling

Noise reduction to protect the neighbouring area

Measurement and reduction of carbon footprint for the
transports

Reduction of the greenhouse gas emissions

Preservation of the biodiversity around the festival’s site

Communication regarding ecological behaviour

Organisation of shuttle means of transport

Other (please specify)

9.2. Could you specify one or two important tactics which were used to reduce the
environmental impact?

9.3. How did you develop these tactics?
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10. CLOSING OF THE FESTIVAL

10.1. What events did you organize during the closing of the festival?
a. for the audience

b. for the staff and volunteers

10.2. Who is in charge with the festival review?
Team reunion Informal exchanges regarding the festival

10.3. What kind of written documents are drafted after the festival?
Activity report

Balance sheets

A logbook of the festival

Press reviews

A compilation of comments proposed by the attendance

A methodological review regarding the organization of the festival
Others (please specify)

10.4. Which visual documents are archived? In what form and where?

10.5. How do you use the festival review to improve the organization of the festival for the

next season?

11. IDENTITY QUESTIONS

Full name
E-mail
Festival name
Function
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