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The European Festivals Fund for Emerging Artists — EFFEA, an initiative of the European
Festivals Association, a programme that offers emerging artists a platform to develop their
careers on an international level through festivals, has completed its third round. 58 twelve-
month collaboration projects (“residencies”) involved 169 festivals from 35 countries
supporting 58 artists or artistic groups in 18 artistic disciplines.

In addition to supporting 58 emerging artists in building their reputation and international
success, and facilitating cross-border communication between 169 arts festivals, the EFFEA
initiative aims to explore and highlight the unique benefits of close collaboration between
artists and festivals.

The conditions for the existence and running of arts festivals are anything but permanent
and constant. Even if our times are not comparable to the radical upheavals that the Covid
pandemic caused for the entire cultural sector in 2020 and 2021, the circumstances that
distinguish Generation #3 —2024/2025 from previous editions are significant. Here are the
key issues that represent profound changes from one year to the next and that the
organisers of the 58 EFFEA projects had to take into account, along with the 58 artists and
groups:

* The continuing aggression against Ukraine, the Middle East crisis and the migration
pressures fuel increasing political polarisation in many countries, are leading to
ideological restrictions on artistic content.

e Persistent inflation, cuts in public cultural budgets, and other economic constraints
are limiting the options available to festival organisers.

¢ Climate-related regulations and internalised beliefs require costly transitions to
sustainable practices.

¢ The ever-changing face of digital transformation is forcing festivals to consider the
right path and degree of hybrid formats and to grapple with the challenge of Al.

e Festivals must address the precarious situation of most artists and the exorbitant
costs and fees for cutting-edge productions.

¢ Once again, the gap between the practices and expectations of different
generations of audiences is widening rapidly.

The fact that political change is a major concern for festivals is confirmed by a quote from a
review published on a cultural portal about a performance of the EFFEA project:

"At this moment of a drastic jump in right-wing populism, while we are slowly losing
faith in the ethos of solidarity, and while new conflicts are growing around the world
and new borders are threatening, the play InThisTogether, as a staged social
experiment, reminded us that there is still reason for hope. It invites us to look back at
all our interdependencies and to activate in ourselves the question of responsibility for
the various life plans that we create together." — Kulturpunkt.hr, via Roztoc fest,
Prague, Czechia



The approach taken by festival directors and artists involved in the 58 residencies to selected
sustainability themes, as communicated in the report's comments, served as the main source
for the development of this text. The current version of the Duty of Care Protocol is intended
to serve as a reference for European arts festivals committed to supporting emerging artists.

©Drago Videmsek, Klovnbuf Festival

Reflections on sustainability issues

In order to maintain consistency and challenge the instability discussed above and expressed
in the six bullet points, the reports on the 58 projects had to comment on the same ten
aspects of sustainability as in previous editions of the EFFEA programme, the ten
Sustainability Issues:

e Inclusivity

e New power relationships between artists - programmers
e Fair remuneration and working conditions of the artist

e Meaningful planning

e Arts and well-being

e New business models

e Hybrid presentation contexts and other digital solutions

e Environment friendly practises



e Gender equality
e Sustainable touring

The 58 leading festivals of Call #3 were asked to indicate in their reports which dimension of
sustainability they paid particular attention to during their residency. The participating
festivals could exploit the meaningful period spent with emerging artists for sharing views on
selected issues. These topics relate to various existential aspects of art festivals. The outcome
of this intellectual exercise has been distilled in the reports which vary in length and
sophistication. Particular appreciation is due to those leading festivals that have devoted the
most attention to the matter.

The order of the next ten sections of this text reflects the relevant weight of the ten thematic
areas in the residency reports of the 3™ edition. Special emphasis is laid on communicating
the messages of the EFFEA residencies regarding the ten sustainability dimensions from the
perspective of the participating festivals in their own words.

©Aurore Helsinki Renaissamce Festival



Inclusivity

The residency reports have confirmed that inclusivity remains high on arts festivals’ agendas.
It finds manifestation both on stage and in the audience. With regard to the former, festival
programmes offer opportunities to celebrate cultural diversity:

“The residency strongly centered on inclusivity, both thematically—in telling
underrepresented stories from Central Asia and Ukraine—and structurally, by
involving migrant and refugee communities in Berlin through workshops and
screenings.” — Ukrainian Film Festival Berlin, Berlin, Germany

By featuring artists of different backgrounds, abilities, genders, cultures, and identities, arts
festivals foster a richer, more dynamic creative environment and equality.

“My mixed ethnic origin was particularly well received by all the agents of the festival,
the participants of the workshops as well as the people of the village. Credits for the
above should solely go to the festival that has worked on the subject of inclusivity
through the past years and has managed to turn a conservative border Greek village
in a multicultural hub for people around the globe.” — VOLAX - Village of culture & art
experience, Drama, Greece

As in the first two editions, the festivals participating in the third edition of the EFFEA
programme demonstrated a high level of social engagement with their audiences.

“Marginalised groups (e.g. Roma) engaged more the activities are organised in their
community. Partnering with local NGOs ensured diverse participation. But in a self-
reflective manner, the question was also raised: How can residencies avoid ‘tokenistic’
inclusivity and foster genuine co-creation?” — Artipic Association, lasi, Romania

Beyond social sensitivity, embracing ethnic and cultural diversity is also part of the inclusivity
concept, as conceived by the festivals and practised during the residencies.

“The audience was intentionally mixed — rural Polish families, Ukrainian refugees, and
diaspora volunteers. The project bridged diverse identities and experiences.” —
Folkowisko Festival, Gorajec, Poland



©Folkowisko Festival

Inclusion requires overcoming diverse barriers in order to reach and include specific target
groups. Language represents a particular hurdle, and overcoming it represents another
dimension in the field of inclusivity.

“Although the narration was in Greek, non-Greek-speaking attendees said they could
engage through the expressive performance, body language, and music. A key
element was the collaboration between the Greek-speaking storyteller and a non-
Greek-speaking musician, who worked through translations and live cueing to ensure
a seamless and emotionally resonant performance.” — Windcraft Music Fest, Nicosia,
Cyprus

Translation is a prominent area of inclusivity. By highlighting the values of translation and
presenting its role in connecting cultures, literary festivals fulfill the important task of
bringing people closer together, thus harnessing the transformative power of art.

“The workshop was inclusive: dedicated for both translators and anyone interested in the
intersection of language and literature. Participants gained a deeper understanding of the
translation process, practical experience in translating poetry, and an appreciation for the
collaborative nature of literary translation.” — Mitosz Festival, Krakow, PolandDeep
immersion in the daily life of local communities is — if conditions allow — an exceptional
opportunity to involve them in the artistic agenda of the festival. The EFFEA residency has
provided the necessary conditions...

“In each city, the artist moved around and performed with the sculpture ‘blob’,
through which the project strongly engaged local communities in the public spaces of
the festival cities. It strengthened the festivals’ visibility in public spaces and created
new audiences through accidental encounters between the performers and the local
people using the public spaces. Dialogues that happened around the sculpture were
essential parts of the project’s objective: attempts to understand how the sculpture
performs. The artist performed at the central square, in the lobby of the main



hospital, in the spaces of a local university, in a market hall. In each location the
performer invited passers-by in dialogue with the artwork and herself.” — ANTI -
Contemporary Art Festival, Kuopio, Finland

When artists succeed in finding like-minded people in the local community, engaging with
them and treating them as peers, this is a unique opportunity to build and foster two-way
artistic and social communication.

“Through site visits, co-creation with the local community, and peer exchanges, the
artist was immersed in Guimardes’ textile heritage and industrial landscape, fostering
a deeper understanding of the region’s socio-environmental challenges and
opportunities.” — CONTEXTILE 2024 - Contemporary Textile Art Biennial, Porto,
Portugal

Residencies confirmed that it doesn't take much to awaken the audience's latent desire to
meet and interact with the artists - which will be reflected in the success of the performance.

“We witnessed how constant meetings and encounters with the local community
assist in creating engagement between the artists and the locals.” — T*Danse Festival,
Villeneuve, France

As a deeper and more organic level of interaction, local residents can be directly integrated
into the festival activities by participating in various manufacturing activities that prepare or
are part of the artistic programme.

“Several community members from the nearby village contributed to the building
process, assisting with heavy lifting and various construction tasks. This collaborative
approach not only enhanced the project’s connection to the local community but also
fostered a sense of shared ownership and pride in the Eco Stage’s creation. The
structure is anticipated to serve as a valuable resource for both the festival audience
and the local community, providing a platform for diverse cultural and educational
activities in the years to come.” — Mumush, Adrianu Mare, Romania

It is a standard duty for festival organisers to arrange for physical access for people with
disabilities; and they can increase interaction with the public by organising open rehearsals.

“Efforts involved engaging diverse community members during open rehearsals and
ensuring accessibility for all, including those with disabilities. The collaboration with
the municipal theatre, which has long worked on these issues locally, facilitated this.”
— Signal to Noise, Pergine Valsugana, Italy



©Margherita Berlanda / Signal to Noise

Certain forms of inclusion of people with various disabilities are common practice. However,
there are numerous cases where interaction is a traumatic experience for both parties. Arts
festivals should seek out such experiences to find greater fulfillment and expand their social
network.

“It was very nice for us to work towards an inclusive programme for people who can’t
see very well or are blind. A group of them was invited with an audio interpreter. We
described the content of our show, the message, and everything that is visually
related to our piece. We also described how we look, our faces, hair, heights, body
shapes, clothes... we allowed them to touch us, to get a clear idea of what they were
“seeing”. Then we made them touch and try the Cyr wheel, its weight, shape etc, as
well as all the other performance equipment that we have. It was an enriching
experience; it was not necessarily something that we had thought about. We are
thinking with the entire team to implement an inclusion protocol for some of these
groups.” — Festival Spoffin, Amersfoort, The Netherlands

Working with specialised contacts for hard-to-reach audiences, such as people with
disabilities or people from other cultures, is a pragmatic way to expand one's audience. It can
also become a resource that can be instrumental in enriching one's artistic agenda.

“The artist’s performance included a collaboration with a British Sign Language
interpreter. This experience had a deep impact on his practice, highlighting the artistic
potential of embedded sign language interpretation and shaping his future approach
to performance-making.” — IPAF, Copenhagen, Denmark



The most trivial challenge in terms of inclusivity is reaching those segments of the population
for whom, for various reasons, attending an arts festival plays only a very minor role, if any,
in their leisure activities. Some festivals and artists make a special effort to appeal to this
type of visitor.

“The residency’s activities were embedded in a socially complex urban context. Public
hearings and workshops were always free and open access, attracting a diverse
audience, many of whom were not regular theatre-goers. The artist shared new sound
and visual components helping the audience to deepen their understanding. This
approach expanded the definition of both ‘performance’ and ‘public’, strengthening
the role of the arts as a tool for cultural engagement and as a carrier of beauty, in
difficult and marginalised areas.” — Teatri Riflessi, Zafferana Etnea, Italy

New power relationships between artists and programmers

The very nature of the EFFEA residencies is conducive to a shift from traditional hierarchical
models to more collaborative and reciprocal partnerships and evolving dynamics between
artists and festival programmers.

“It is the age of community art; collaborative art. Artists transfer their knowledge and
programmers listen. Ego of the curator is disappearing. Collaboration is the name of
the game.” — BIEN Textile Art Biennial, Kranj, Slovenia

For most participants, the days and weeks during which the organisers of the leading and
partner festivals were able to attend to the concerns of an up-and-coming artist or group
were a kind of grace period.

“The residency’s structure allowed for unusually horizontal collaboration, where
curators, artists, and technical teams shared decision-making processes. Instead of
top-down curation, each phase included open dialogues and co-designed activities.
This resulted in a more equitable exchange, where local knowledge and emerging
voices shaped the outcome alongside more established institutions.” — Delian
Academy for New Music, loannina, Greece

In addition to interacting with programme directors, the artists in most residencies also had
the opportunity to get acquainted with a broad spectrum of festival activities. This
knowledge equips them to cope with future engagements at art festivals.

“The residency challenged traditional hierarchies in the festival-artist dynamic. The
artist’s active role in shaping not just the artistic content but also the presentation,
audience engagement, and production strateqgy emphasised a more horizontal, co-
creative relationship. This shift encouraged mutual respect and knowledge exchange,
setting a precedent for future participation in festivals where artists are viewed as
equal collaborators in the curatorial process.” — Ffoco Festival, A Coruia, Spain

Increasing familiarity with each other's ideals and concerns fosters understanding and
respect for each other's abilities and limitations. The exchange of ideas during residencies
allows for the discovery of new solutions for both artists and festival curators. These
experiences will shape their approach to future challenges. Residencies help mold festival
management's expectations of artists, who can then adapt and improve their performances
to achieve greater success under festival conditions.



“The residency highlighted a shift in traditional power dynamics. A strong sense of
mutual respect and understanding emerged between the artists and organisers. The
artists were given creative freedom in selecting the topic and shaping the
performance, supported—but not directed—by the artistic director. This collaborative
atmosphere redefined the programmer’s role as a facilitator rather than a controller,
encouraging a strong personal relationship built on trust.” — Windcraft Music Fest,
Nicosia, Cyprus

A” facilitator rather than a controller” — the residencies did not question the central role of
the artist in the creative process. The positive effect was sometimes enhanced by the
involvement of independent curators; this can be beneficial also in real life, not just during
the residencies.

“From the outset, the project was structured around a collaborative logic, where the
artist held a central role in shaping aesthetic, conceptual, and logistical decisions,
challenging the traditional model where programmers often dictate direction. The
presence of an independent cultural producer was key to integration among all
parties, and that the artistic vision led the process. This approach fostered new power
dynamics based on co-creation, dialogue, and mutual respect.” — La Panza Festival,
Villiers-Saint-Benoit, France

During the residencies, the artists were able to gain a better understanding of the different
constraints faced by festival makers, which is important knowledge they can use to shape
their artistic contributions to future festival programmes:

“The international workshop highlighted mismatched expectations about artistic
autonomy vs. festival agendas. Structured one-on-one mentorship sessions helped
artists articulate their needs while understanding programmer constraints. The
question arose: How can residencies foster transparent dialogue to balance creative
freedom with logistical realities?” — Artipic Association, lasi, Romania

Communication is key. While easy to state, this principle is difficult to fully apply in real-life
situations. The multitude of tasks rarely allows festival managers and programme curators to
maintain a regular and constructive exchange with authors. Taking advantage of the benefits
of ongoing communication between programmers and artists within the framework of a
residency will certainly help preserve this practice in future editions of the festivals.

“It is important to us as a festival to continue to keep an open line of communication
with our festival artists, so that new work can continue to be generated through our
partnerships. We remain in contact with the residency artists and are currently
exploring new ideas that they can bring to our festival. In this way, we are exploring
together the many possible avenues of future exploration, without retaining the usual
hierarchies and roles of the programmer/performing artists.” — Assisi Suono Sacro,
Assisi, Italy
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©Cantoria / Festival Perelada / Toti Ferrer

The practices of the residencies at implementing communication between artists and festival
staff required maintained attention, focused care and a variety of ways. These are
experiences to build on in later communication between festivals and artists.

“The experience highlighted the importance of clear communication channels
between all parties. Practices such as shared planning documents and regular check-
ins were especially effective in aligning expectations and maintaining momentum.” —
Waterford Walls International Street Art Festival, Waterford, Ireland

In addition to practical collaboration, the residencies also provided festival programmers and
artists with a laboratory environment for discussing common themes. There was ample time
and motivation for open dialogue. The many constraints, tensions, and pressures associated
with planning and implementing a festival programme could be identified and discussed.
Addressing these issues enabled artists and festival directors to build greater mutual trust
and respect.

“During the pitch workshop and the brunch with international programmers there
was a lot of exchange on the relationship between artists and programmers and the
working conditions of the artist, an open and safe discussion, from both sides,
experiences, and needs. Some prejudices were discussed, some gaps were closed, that
worked very well.” — Het TheaterFestival Vlaanderen, Antwerp, Belgium
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Fair remuneration and working conditions of the artist

Among the beneficiaries of the third generation of the EFFEA programme, the issue of fair
remuneration and working conditions of the artist elicited a higher degree of reactions and
references than at the earlier editions. It may have been just random coincidence but may
also reflect the deterioration of the existential circumstances of the artists across Europe.

“Concerns were raised about unstable working conditions in the arts. Many artists are
forced to take on side projects to survive. Access to national funding has become more
difficult due to higher demand and limited resources, and the Cypriot artist
emphasized the role of embassies and other institutions in supporting her work. The
programmer suggested exploring alternative funding opportunities such as Culture
Moves Europe and the Anna Lindh Foundation’s mobility programmes.” — Windcraft
Music Fest, Nicosia, Cyprus

Not surprisingly, festivals in the eastern and southern regions of Europe were the most
outspoken about the dire conditions of the artists. This bleak description from circus artists
in Slovenia:

“In Slovenia, working conditions for artists and cultural workers can be quite
challenging. Public grants are generally low, and there is limited institutional support
for non-traditional or contemporary performative arts, such as new circus. In addition,
there is a significant lack of rehearsal spaces dedicated to this artistic field.” —
Klovnbuf Festival, Ljubljana, Slovenia

... and from theatre people in Serbia:

“The residency highlighted the structural challenges within the field of theatre for
young audiences across the region, particularly the lack of original dramatic writing
and limited opportunities for emerging artists. These gaps are mainly due to systemic
neglect, insufficient funding, poor reputation of the sector, and a lack of institutional
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support.” — Festival of Ecological Theatre for Children and Youth, Backa Palanka,
Serbia

... and from artists in Italy:

“Discussions highlighted transparency in pay and respect for working environments.
The experience revealed ongoing inequalities in support systems for artists, especially
in Italy, raising questions on how to implement universally fair standards to ensure
sustainable livelihoods.” — Signal to Noise, Pergine Valsugana, Italy

The residencies functioned as agoras for open dialogue over the issue of existential and
working conditions of the artists also in other regions of Europe.

“During the pitch workshop and the brunch with international programmers there
was a lot of exchange on the relationship between artists and programmers and the
working conditions of the artist, an open and safe discussion, from both sides,
experiences, and needs. Some prejudices were discussed, some gaps were closed, that
worked very well.” — Het TheaterFestival Vlaanderen, Antwerp, Belgium

When subsidies, charity, or solidarity are scarce, even the smallest amount of help is
valuable, and empathy and compassion from peers fill the gap.

“Even the small, underfunded festivals could provide fair fees and doable conditions
for the artists. Sometimes coming from similar socio-cultural backgrounds does help
to pull festivals off and share this feeling of being in this together in a broader
context.” — Roztoc fest, Prague, Czechia

For emerging artists, the labyrinth of financing and accounting systems in various
international contexts and the differences between countries poses a serious challenge, in
which residencies were, and arts festivals can be of considerable help.

“Emerging artists lacked awareness of fee standardisation in transnational projects.
The residency included a session on contract negotiation and EU funding frameworks.
And the question arose about the tools that can help early-career artists navigate
payment disparities across borders.” — Artipic Association, lasi, Romania

In addition to financing and accounting, employment conditions also vary greatly from
country to country. This poses a major hurdle for emerging artists who want to take their first
steps across the border with their art.

“A central topic, especially in balancing voluntary labour with professional
expectations in early-stage collectives. Working across three partner festivals required
clear communication about labour equity, artistic fees, and shared responsibility.” —
Internationales Digitalkunst Festival, Stuttgart, Germany

Transparent and simple remuneration and employment regulations in another country make
cross-border cultural co-operation less daunting for emerging artists.

“We adhered to the remuneration regulations of the IG Kultur (Working Union of
Culture) and the minimum fee guidelines of the ACOM - Austrian Composers
Association.” — Klangzeit Festival, Sankt Johann in Saggautal, Austria

Festival budgets provide the framework within which the terms of collaboration with artists
must be defined. The residencies acknowledged that the more familiar artists are with the
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logic and details of festival budgeting, the easier it is for them to align their artistic and
existential needs with those of the festival.

“Budgets were developed collaboratively and transparently, ensuring the artist was
fairly remunerated. Handing over budget management to him allowed the artist full
control over how resources were allocated, supporting fair and self-determined
working conditions throughout the project.” — IPAF, Copenhagen, Denmark

The issue of fair remuneration and working conditions of the artist was addressed in the
reports in the simplest way by describing the specific conditions that prevailed in the
respective residency.

“There was fair remuneration for the performers, as well as for all of the artistic and
production collaborators participating in the residency (costume designers, voice
directors, subtitles translator, production manager). A total of 8 performers were
remunerated fairly for rehearsals and performances and received per diems. Each
partner contributed to the production with accommodation, local transport, meals
and/or other needs.” — Dance Laboratory Rhodes, Rhodes, Greece

©Dance Laboatory Rhodes

Meaningful planning

An effective plan offers many advantages to the arts festival. The planning process begins
with a clear mission that resonates with both artists and audiences. This clarity guides
programming decisions, from curating diverse programme offerings to incorporating
innovative media such as digital art or interactive installations. Many residencies have
concluded this process with a sense of success.
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“We had new insight in many plans, from the organisational ones such as volunteers
recruiting and profiles, ways to expand the locations where concerts might take place,
to the inclusion of talk panels and conferences in the programme of a music festival
as well as the use of the presence of international network of music industry, in the

growth of the festival’s artistic impact.” — Himara International Music Festival,
Himara, Albania

Ultimately, every festival organiser wants an effective planning process that will bear fruit in
the form of a successful production or a smooth festival edition.

“Effective planning enabled the creation of a new show, a summer presentation (in an
outdoor version), and an autumn revival (in an indoor version).” — Piccolo Opera
Festival, Capriva del Friuli, Italy

Unforeseen circumstances can arise in many forms, from weather to cash flow and artists'
mood to technical functionality. A fundamental insight is that precise advance planning is the
best way to deal with unexpected circumstances; stability-based flexibility is the key.

“The execution of long-term project planned well in advance of its beginning requires
a lot of flexibility, which has to do with meaningful planning. With the project
underway, new opportunities may arise which turn out to be better for achieving the
overall goals of the project (in this case, providing audiences with meaningful events

and giving emerging artists opportunities to develop their careers).” — Mifosz Festival,
Krakow, Poland

Meaningful planning is particularly challenging when the diverse business models of multiple
stakeholders need to be harmonised or aligned. This is especially true for arts festivals that

regularly collaborate with a variety of organisations, each with its own business and planning
philosophies and practices.

“The biggest challenge of collaboration was the difference in business models of the
festivals. The one in Sheffield runs on a project base and a really small organisation,
thus their schedule is very tight and scheduling meetings is not easy. The typical
preparation timeline also differs depending on the working styles of the country. One
festival had to get information very early on as their team is fully freelance and needs
to start preparing as early as possible, while the other festival only has small periods
of down time available for meetings when they are not in intensive preparation work.”
— Pfipad pro socidlku, Prague, Czechia

The coexistence and collaboration of different actors is not only a challenge but can be seen
as a prerequisite for success. This was at least the central insight during one of the
residencies:

“One of the most relevant aspects has been to discover the importance of generating
a network of contact and support between festivals in which to share artistic and
bureaucratic information, experiences on how to organise a festival or needs when it
comes to offering a creative space to emerging artists. From the moment we started
meeting with potential partner festivals we realised the importance and relevance of
being associated in a network of festivals.” — BallArte Festival, Monzdn, Spain

Planning isn't exactly the greatest asset of most artists. Therefore, they could particularly
benefit from the residency if, under appropriate circumstances, they were introduced to the
various aspects of planning or if their knowledge in these areas could be refreshed.
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“The informal and human relationship established between the artist, the festival and
the main sponsor created a space of trust where artistic, as well as financial and
managerial topics could be openly discussed. Through this exchange, the artist gained
a clearer understanding of budgeting processes, particularly in relation to
remuneration, social charges, and financial planning.” — Teatri Riflessi, Zafferana
Etnea, Italy

The next detailed quote from the report on the residency co-ordinated by Ireland
summarises all the essential elements of meaningful planning within arts festivals. The key
words are vision, timeline, expenses, flexibility, weather, and communication.

“The residency reinforced the idea that meaningful planning is not just about
logistics—it is also about fostering a shared vision, supporting the artist’s creative
process, and ensuring that international collaborations are both sustainable and
impactful. Early, collaborative planning between artists and host organisations is
essential for the successful delivery of international mural projects. Factors such as
access to materials, weather conditions, site logistics, fees and expenses all required
careful coordination well in advance. One key finding was the value of creating
detailed project timelines that remain flexible enough to adapt to unforeseen
circumstances, such as delays in wall preparation or changes in weather. The
experience also highlighted the importance of clear communication channels between
all parties. Practices such as shared planning documents and regular check-ins were
especially effective in aligning expectations and maintaining momentum.” —
Waterford Walls International Street Art Festival, Waterford, Ireland

Arts and well-being

Residency participants' reports confirmed that arts festivals are more than just
entertainment—they provide uplifting experiences that strengthen both the mind and the
social fabric. By engaging the senses and emotions, festivals foster joy, curiosity, and
reflection, thus contributing to mental and emotional health; by reducing stress and
fostering a sense of belonging, festivals enhance individual and community well-being.
Participation in arts events promotes mindfulness and resilience among the audience.
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“Our festival has always focussed on the healing aspect of music, and the ways in
which music can bring us together and nourish the soul. The sleep concert of Phonetic
Orchestra demonstrated to us and our audience the regenerative power of art, while
also making us listen deeper.” — Assisi Suono Sacro, Assisi, Italy

Artists and festival organisers are aware that while engaging with art primarily touches the
mind and soul, physical illness and pain are not ignored.

“In the hospital, one participant described the work as a calming factor that gave
something else to think about while waiting for the end of a surgery of a close one.” —
ANTI - Contemporary Art Festival, Kuopio, Finland

There are art forms that have outstanding potential to enhance the well-being of individuals
and communities. Dance, especially when full audience participation is achieved, is
undoubtedly one of these areas.

“While the project focused on the experience of dancing queer tango and creating a
performative outcome of this experience, there were other benefits that appeared,
mostly those regarding social and emotional well-being such as exploring one’s own
identity, finding a community with shared interests, having the positive benefits on
mental health from dancing.” — International Festival of Contemporary Theatre
Homo Novus, Riga, Latvia
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The potential of the arts to contribute to mental and emotional health is enhanced when
manifestations of different artistic fields — such as visual arts and spoken word — are
combined:

“Storytelling and shared memories became tools for emotional connection and artistic
creation. This process highlighted the therapeutic potential of textile art in building
community and fostering intergenerational empathy.” — CONTEXTILE 2024 -
Contemporary Textile Art Biennial, Porto, Portugal

In a world of turmoil that causes trauma in large groups of people, this highlights the
importance of consciously using the beneficial power of the arts and emphasises the
responsibility of arts festivals in this regard.

“The art therapy—oriented workshops with Ukrainian youth highlighted the role of
arts and well-being, using animation as a healing tool for displaced and traumatised
communities. These sessions revealed the emotional impact of collective storytelling
and visual expression, especially for young participants dealing with loss and
integration.” — Ukrainian Film Festival Berlin, Berlin, Germany

The EFFEA residencies create valuable conditions for reflection and exchange of ideas,
including on the relationship between art and well-being — and several festivals have made
good use of this opportunity during the residency period.

“The content and structure of the performance promoted deep reflection on the
relationship between health, illness, and the performing arts—for both the artist and
the audience. The durational and immersive nature of the work opened up new
perspectives on care and emotional resonance that entered the enriching exchange.”
— Teatri Riflessi, Zafferana Etnea, Italy

The public is the natural target group when it comes to unleashing the healing and beneficial
effects of the arts. However, the residencies emphasised the importance of harnessing this
power for the benefit of the artists as well.

“Set in a small town, the residency offered a calm and focused environment conducive
to creative exploration. The connection with nature and the residency’s ecological
theme supported the artists’ mental well-being and creative flow, emphasising the
importance of context in artistic development.” — Festival of Ecological Theatre for
Children and Youth, Backa Palanka, Serbia

Concern for the artist's well-being takes on particular importance when war, exile or other
traumas are in the background.

“The poet stressed the importance of respite that a literary residency might bring to
someone living with the reality of ongoing war. This brought another layer of
importance to the project — in addition to providing the space for creative process, the
organizers had the possibility of bringing comfort and peace to the artist.” — Mitosz
Festival, Krakow, Poland

The special Belgian institution of the Access Officer or Confidential Advisor
(vertrouwenspersoon) was involved in it least one project. It could be considered a model for
preserving the emotional integrity of those involved in the preparation and implementation
of arts festivals. These festivals often involve a large number of staff, volunteers, suppliers,
and artists, and the accumulation of high levels of stress is never avoidable.
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“We invited an access worker (vertrouwenspersoon) to prepare the residencies, so
everyone was able to participate and was taken care of but also to make the
collaboration as comfortable as possible for all the participants.” — Het
TheaterFestival Vlaanderen, Antwerp, Belgium

©Himara International
Festival

New business models

To remain sustainable and relevant, art festivals are seeking new business models. They are
trying to diversify their revenue streams, considering new legal forms, and embracing digital
solutions and, more recently, Al. Artists are also forced to engage with new business models,
even if the pressure is less obvious. The residencies offered both direct exposure to some of
the new models and the opportunity to exchange ideas and discuss alternative solutions
between artists and festival staff.

“In terms of new business models, the residency enabled the collective to establish
itself as a legally recognised entity with full independence. This transition included
setting up internal structures, financial management practices, and strategic planning
capacities—moving from project-based collaboration to a sustainable artistic
organisation. The experience demonstrated how small collectives can leverage short-
term support to create long-term independence, including full self-funding of three
new projects within a year and the acquisition of a permanent rehearsal studio.” —
Internationales Digitalkunst Festival, Stuttgart, Germany
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There were situations in which the artists found themselves in the midst of a business model
being consciously developed, a model that suited the specific context of the festival.
However, the particularity of being an island and a tourist destination is not entirely unique.
The results of the experiment can be applied to numerous art festivals and the artists in their
programmes.

“While isolation helps preserve natural beauty and unique local character from over-
tourism and urbanisation, it also creates economic imbalances. The summer months
are marked by heightened activity, with tourism, festivals, and local celebrations
energising the place, whereas the rest of the year sees a significant slowdown. The
residency, held outside the peak season, was therefore welcomed as a much-needed
boost to the local economy, being one of the few artistic events scheduled during that
period. In response, local businesses such as car rentals and hotels viewed the
residency and festival as opportunities to increase their visibility and offered in-kind
sponsorships, such as discounted rates. We consider this financial model as promising
for art events in remote areas, since it proves beneficial for both the artists and the
local community.” — A Festival in Samothrace, Samothrace, Greece

In some cases, the new operational schemes were treated as variants of business models:

“The show developed during the residency represented a new format: a production
featuring an original script inspired by a famous opera title, set in an everyday
context. This new format had to find a balance between the scale of an opera stage
and the more intimate nature of puppet theatre, which is often performed in very
small venues — sometimes even on a single table!” — Piccolo Opera Festival, Capriva
del Friuli, Italy

Another example of how experimenting with the operating scheme fulfills the value of a new
business model:

“Co-operating on highlighting one poet through interlinked residencies was a new
experience that could be described as a ‘new business model’ that made it possible to
share resources to stage a ‘staggered tour’ for the focal poet.” — Den poezie, Prague,
Czechia

The sophisticated operating concept, shaped by financial and logistical considerations, is
close to the creation of a new business model. Closely observing its development offers the
artists of the residency valuable practical experience.

“A business plan was drafted to help bring the production to diverse audiences and
contexts: the piece can be performed in a theatre setting with live music on stage, in a
theatre setting with the music on tape, or with live music or on tape outside of the
theatre in concert venues, outdoor locations, churches. We decided to record the
music during the montage week in Bruges, ahead of the premiere. This allows us to
tour the production using, making it possible to present the work in smaller, more
intimate settings. This approach also responds to the current economic climate, in
which financial resources for touring large ensembles across Europe are becoming
increasingly limited, especially for upcoming artists.” — Bach Academy Brugge,
Brugge, Belgium

When the search for an innovative business model is ideologically charged and leaves the
artists involved hardly untouched.
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“Our residency, based on collective and interdisciplinary creation, was closely related
to the concept of a network of contact and mutual support as a new model of artistic
business as opposed to the individualisation of the artist in a capitalist world.” —
BallArte Festival, Monzon, Spain

Hybrid presentation contexts and other digital solutions

The EFFEA residency reports reflect the extent to which the essentially analogue festival
world has adapted to the digital context. Hybrid presentation formats appear to have
become the new normal. Residency participants presented a variety of hybrid solutions. They
described them not as innovations, but as means that enable festivals to expand their reach
and adaptability in an increasingly connected world.

“Streaming was crucial to reach audiences in Ukraine who couldn’t travel. It expanded
access and visibility.” — Folkowisko Festival, Gorajec, Poland

Artists with extensive experience in hybrid approaches combine in-person and virtual
practices, offering audiences more comprehensive ways to engage with art.

The artists were coming from the fields of electronic music, dance and visual arts
(sculpture) and they used digital solutions for the sound together with sculptural

objects also producing sound. It was an experiment of digital and analogue which
worked very well. — Latitudes Contemporaines, Lille, France

The residencies leveraged the power of hybrid formats to expand access, allowing remote
audiences to participate via livestreams, virtual reality, or interactive digital platforms. This
inclusivity broadens the festival's impact, connecting diverse communities while breaking
down geographical barriers.

“By combining live and digital formats, the residency expanded access to its results
and ensured long-term visibility. The digital publication of texts and film
documentation allowed broader audiences and stakeholders to engage with the
process and outcomes, increasing the project’s sustainability.” — Festival of Ecological
Theatre for Children and Youth, Backa Palanka, Serbia

Blending physical and virtual elements not only expands access quantitatively but also
influences the content. Combining physical and digital solutions increases audience
engagement. Features such as mobile apps, augmented reality (AR) experiences, and
interactive real-time sessions deepen participation and enable personalised and immersive
interactions.
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“The two-phase structure—beginning with online engagement and concluding with
an in-person exhibition—highlighted the effectiveness of hybrid formats. The digital
slideshow and audiovisual recording of the community event proved essential not only
in documenting local voices but also in bridging geographical gaps. This approach
reinforced the importance of context-sensitive digital tools that can carry the
emotional and narrative weight of a project to audiences across borders.” — Ffoco
Festival, A Coruia, Spain

Hybrid formats help overcome the widespread grief of the performing artists, who are tied to
the present and usually leave little for posterity. Digital solutions make it possible to preserve
artistic performances and document them for the future. On a larger scale, archiving entire
festival editions could become common practice.

“The artwork developed during the residency became a content for future exhibitions
and different talks artist participated in. This work merged physical and digital realms
into a cohesive hybrid experience. This mode of presentation allowed for simultaneous
in-person and virtual engagement, thereby broadening the accessibility and reach of
the artwork. Audiences could experience the installation through live streams,
interactive digital platforms, and augmented reality components, depending on their
context.” — Yaga Gathering, Vilnius, Lithuania

The fact that there is a natural link between hybrid solutions and ecological concerns has
been repeatedly recognised during the residencies.
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“In search of sustainability, the festival programme was accessible to the audience via
QR code, avoiding the overconsumption of paper. Participation in the workshops was
also available online.” — Dance Laboratory Rhodes, Rhodes, Greece

The constant evolution of digital technology requires continual awareness of the latest
innovations so that arts festivals can harness their potential to achieve their artistic goals
(and fulfil their business plans).

“We explored, together with our resident artist, the idea of extending the
technological methods that are usually implemented in their sleep concert
performances, and we aim to be in a position to facilitate complex technological
setups in future festivals.” — Assisi Suono Sacro, Assisi, Italy

Despite the widespread use of digital solutions, festivals are aware of the threats these
practices pose to interpersonal interaction.

“During the residency, the members of one group were able to be present in person,
getting to know the artistic work of our resident artists, allowing them to talk about
their work, give them feedback or discuss possibilities of collaborating in the future.
We put the emphasis on hybridising both experiences, it is great to have digital
solutions, but we should not forget the importance of being able to share an artistic
experience also in person.” — BallArte Festival, Monzon, Spain

Environmentally friendly practises

Through sustainable practices such as reducing single-use plastics, minimising waste, and
using renewable energy festivals can reduce their environmental impact. Furthermore, arts
festivals offer a unique platform to promote climate responsibility through creativity and
civic engagement. Encouraging environmentally conscious choices among artists, vendors,
and audiences helps foster a culture of sustainability. As cultural hubs, festivals have the
opportunity and responsibility to lead by example, using art not just for entertainment but
also for a healthier planet. Festivals can maximise their environment friendly character and
impact by combining a range of relevant means and measures.

“Textile art is the forerunner of sustainable art; when merged with land art, the
sustainability effect doubles. And when it is connected to traditional practices, ways of
living and production patterns, the environmental impact is close to zero.” — BIEN
Textile Art Biennial, Kranj, Slovenia

Means and measures can be combined not only for sake of sustainable natural environment
but also for the benefit of the social environment.

“The local community played a meaningful role in the residency. All materials used for
constructing the Eco Stage were sourced within a 100 km radius, reinforcing the
project’s commitment to sustainability and supporting the local economy.” — Mumush,
Adrianu Mare, Romania

Key practices include waste reduction and recycling. The choice of materials used in various
ways during the preparation and implementation of the festival is part of the specific
framework of steps in favour of the environment:

“Props and costumes were managed within the framework of the circular economy.
This approach is not only sustainable but also aims to stimulate the imagination of
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younger audiences. Objects can have a second life, inspiring stories and creative
actions, encouraging an active rather than passive relationship with the world, in
contrast to one mediated by digital applications.” — Piccolo Opera Festival, Capriva
del Friuli, Italy

The term circular economy refers to processes in which nature is not polluted by waste and
as little energy as possible is consumed. It has relevance to arts festivals, too.

OTeatri Riflessi

“Sustainability was embedded in every aspect of the residency, from the use of low-
impact materials and local resources to the incorporation of traditional, slow textile
techniques. By emphasising craftsmanship and reuse, the artist questioned the ethics
of fast fashion and textile overproduction, aligning with EU Green Deal goals and
promoting a circular economy mindset.” — CONTEXTILE 2024 — Contemporary Textile
Art Biennial, Porto, Portugal

Thinking together, discussing relevant challenges and searching for solutions — this
opportunity was used intensively in many residencies, especially when the use of local
experience and knowledge were involved.

“Local residents contributed region-specific knowledge about sustainable art-making,
which informed the evolution of the artist's work. The concept of artistic responsibility
in times of ecological crisis was actively discussed, particularly in relation to how
ephemeral, low-tech, methodologies can challenge the resource-intensive norms of
contemporary performance.” — Delian Academy for New Music, loannina, Greece
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Where the protection of the natural environment is at the heart of the festival's mission and
a full series of measures are put at the service of this fundamental goal:

“As an in situ island festival taking place on the remote island of Samothrace, our
practice is deeply rooted in the principle of honoring and promoting the island’s
natural environment. This commitment guides us to adopt sustainable and
environmentally conscious approaches across all aspects of the festival. We prioritise
the use of recycled and natural materials for all activities and scenographic elements.
We also minimise the use of artificial lighting, opting instead to embrace the island’s
natural light and atmosphere. Additionally, we actively encourage and support eco-
friendly modes of transportation during the festival and residency period—such as
cycling and walking—fostering a slower, more mindful way of engaging with the
island’s unique landscape.” — A Festival in Samothrace, Samothrace, Greece

©Santarcangelo Festival

Gender equality

Festivals applying to the EFFEA programme, not to mention those selected by the jury,
generally perform very well in terms of gender equality. As a result, they promote inclusivity,
encourage diverse perspectives, and drive cultural innovation. However, alongside the results
achieved, the reports also highlight areas where there is still much room for improvement.

“As a female composer and performer of a music genre that is hugely considered
masculine, | have been faced with issues of patriarchy and gender discrimination
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throughout my artistic life. To be able to work with a group of professional and
women full of integrity provided a safe working environment in which | was not
obliged to put up with any gender discrimination whatsoever.” — VOLAX - Village of
culture & art experience, Drama, Greece

Highlighting examples of specific festivals that are entirely dominated by women helps to
address the imbalance that arises from the fact that in the vast majority of cases —
performances, projects and festival staff — men play the main role.

“The Empowerink Writers Collective, composed entirely of women artists along with
women mentors, positioned gender equity at the core of the project. This organic
representation affirmed the importance of female leadership and visibility in
contemporary playwriting for young audiences.” — Festival of Ecological Theatre for
Children and Youth, Backa Palanka, Serbia

Ironically, there are reverse situations where gender equality requires the participation of a
larger number of men:

“Textile art is female-biased and we actually need to balance the gender equality with
inviting to the programme more men.” — BIEN Textile Art Biennial, Kranj, Slovenia

A particular imbalance arises when innate or acquired abilities are expressed differently
depending on gender. Consciously recognising these peculiarities can lead to targeted
interventions to achieve a healthier distribution of tasks in the artistic process or in the
implementation of festivals.

“Female artists reported feeling less confident in technical domains (e.g., spray-can
use), but more opened to teach others. Peer-led skill-sharing sessions created a safer
learning environment. Do mixed-gender workshops require tailored facilitation
approaches?” — Artipic Association, lasi, Romania

Where gender equality is already a reality, disseminating its benefits is a priority. Some
residencies have taken on this task and organised consultations to raise awareness of the
issue.

“With three women artists collaborating closely, gender dynamics became evident.
This prompted reflection on promoting gender equity through gender-aware
programming, mentoring, and outreach to address persistent participation and
leadership imbalances.” — Signal to Noise, Pergine Valsugana, Italy

Using a term like "gender issues" instead of "gender equality" would certainly have brought
nonbinary artists and other aspects of non-normative representations of sexual orientations
to the forefront, in addition to the case of female artists. When this occurred, it was within
the context of the discussion about the connection between art and well-being.

“The project empowered marginalised groups (queers) to take ownership of their own
bodies and stories in a performance setting. While the project focused on the
experience of dancing queer tango and creating a performative outcome of this
experience, there were other benefits that appeared, mostly those regarding social
and emotional wellbeing.” — International Festival of Contemporary Theatre Homo
Novus, Riga, Latvia
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Sustainable touring

Touring art performances and presenting them at multiple festivals is a worthwhile attempt
to achieve a positive balance between investment and return. Furthermore, the economical
use of resources is commendable from a sustainability perspective. However, touring
involves travel and transportation, which have an impact on the environment. To mitigate
this burden, artists and festival organisers are embracing environmentally friendly practices.
Rather than listing these practices, such as choosing low-emission modes of transport, using
hybrid festival formats, and reducing single-use materials, at the residencies itinerary
planning was the focus of the discussion on sustainable touring.

“The residency was geographically compact, with performances held in nearby
locations within Slovenia and across the border in Italy. This model of regional touring
minimised logistical demands and environmental impact, while still allowing for
international exposure. All members were able to travel together over land in a single
vehicle that also transported the necessary equipment. No flights were needed.” —
Klovnbuf Festival, Ljubljana, Slovenia

Switching to public transportation or using electric vehicles reduces emissions. These
changes usually require certain sacrifices from artists, managers, and technicians—unless
they manage to turn "slow touring" into a special source of satisfaction.

“The design of the residency to slow travel and use this time for preparation and
debriefing was striking. We designed the slow travel to be pleasure centred - slow but
also without stress.” — Heartefact Pride Theatre Festival, Belgrade, Serbia

Ideally, the tour is limited to one person: an artist who plans the tour, choosing destinations
and time slots with ecological considerations in mind. However, this is possible within the
EFFEA programme, but significantly less feasible in the real festival calendar.
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“The artist remained in the wider region of the festivals during the residency, even
though her base is in France, in order to avoid extra transportation. She chose to
engage local performers for sustainability and ecology reasons, and in an effort to
share the budget with both sides of the Aegean, at a time where dance performers
are the most under-paid artists in the performing arts field.” — Dance Laboratory
Rhodes, Rhodes, Greece

In an extreme case instead of individual performances larger productions are involved that
are assembled locally with an artistic director travelling alone between the festivals.

“Since the performers are always sourced from the local area where the show is being
staged, the only person who travels for the creation process is the director. This
approach naturally allows the work to be performed even in remote or rural areas,
including places without access to electricity. This feature — combined with an initial
preparatory phase conducted online — ensures that the project remains logistically
simple and ecologically sustainable even in its touring phase.” — Teatro in Quota,
Rocca di Mezzo, Italy

Conclusion

The main objective of the three generations of the EFFEA programme is to enable festivals to
support selected emerging, mostly young artists and artist collectives in the next phase of
their creative work, prepare them for their international artistic careers, and provide artists
with deeper insights into the goals and functioning of arts festivals between editions.
Another important goal of EFFEA is to facilitate co-operation between arts festivals from
different countries that are linked by a common assignment. As a token that arts festivals
(and the artists they support) are not disconnected from current global and social issues, the
programme also stipulates participating festivals and artists to reflect on a range of
sustainability Issues.

The above selection essentially illustrates how the leading festivals of the 58 residencies
addressed this third task in their final reports. Overall, the relevant sections of the reports
confirm the validity of this third task. Namely that the primary tasks of the residencies should
be complemented by activities whereby European arts festivals can prove that they possess a
broader and deeper commitment beyond their original artistic and business purposes.

As far as the focus of the discussions is concerned, it is important to emphasise that the 58
festivals counteract the current top-down attempts to undermine diversity and inclusion;
such trends prevail in today’s world, including in parts of Europe. The topic of inclusivity was
chosen more frequently and received more attention in the relevant sections of the
residency reports than in the first two editions. In fact, it emerged as the most frequently
addressed among the ten Sustainability Issues. Although the 58 festivals do not represent a
statistically representative sample (even though they are 169 in total, including partner
festivals), this is a reassuring sign of the prioritization of European arts festivals.

Like every coin, this one has two sides. After a period in which arts festivals focused on the
effects of climate change and distinguished themselves through the development and
implementation of innovative measures in the field of environmental sustainability, the third
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edition of the EFFEA programme showed signs of environmental fatigue. The two related
topics received significantly less attention than in the first two editions.

The preceding pages contain a selection of comments and observations on the ten
Sustainability Issues. The total number of responses is significantly higher. The reflections
contain groups of consistent statements, but the main feature is the wide variety of
observations on all ten themes. Taken together, they undoubtedly embody a valid Duty of
Care Protocol that art festivals should adhere to in the near future.
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Annex

Comparisons of EFFEA Generations #1, #2 and #3
The diagrams on the following page illustrate the divisions by country in the three
Generations, with the leading festivals on the left, and the artists on the right.

EFFEA’s first round of grants held between 1 February and 31 December 2023 supported 142
festivals and 43 artists (individuals, duos, companies, ensembles or groups) from 16 disciplines
and 34 countries. (Generation #1).

Leading Festivals by Country
Call #1

DOnorth Oeast Osouth DOwest

Resident Artists by Country
Call #1

DOnorth Oeast Osouth DOwest

The second round of EFFEA grants ran from 1 September 2023 to 31 August 2024. It supported
173 festivals and 49 artists (individuals, duos, companies, ensembles or groups) from 14

artistic disciplines and 36 countries. The residency programme. (Generation #2).

Leading Festivals by Country
Call #2

DOnorth Oeast Osouth DOwest

Resident Artists by Country
Call #2

DOnorth Oeast Osouth DOwest
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The third run spanned between 1 June 2024 and 31 May 2025, involving 169 festivals and 58
artists or groups from 35 countries and 18 disciplines.

The composition of the residency programmes by country of the leading festival shows that
Generation #1 was dominated by festivals from the South (ten leading festivals from Italy
alone), while the call for Generation #2 has resulted in a more balanced geographical
distribution.

Leading Festivals by Country Residents Artists by Country
Call #3 Call #3
DOnorth Oeast Osouth DOwest m north Oeast Osouth Owest

Conversely, in terms of the nationality of the resident artists, Generation #2 shows a tendency
in favour of artists from the eastern part of the continent, which corresponds to the degree of
imbalance along the countries in #1.

The comparison of the three sets of leading festivals shows without detailed examination that
the pattern of Generation #3 is almost identical to that of Generation #2. East, South and West
have retained their near equal shares at “delegating” leading festivals, while slightly decreased
the already thin role of the North. The dominant position of festivals from the South at
Generation #1 did not reappear.

What did not happen, occurred with regard to the selected artists. The pattern of geographical
division by macro-regions at Generation #3 resembles that of Generation #1. Once again, no
emerging artist from the North was selected and in this regard the West showed a slight
majority.
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