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Geraldine Brodie: What are the barriers to the production of European plays on UK 
stages? I'm chairing this panel, I'm Geraldine Brodie. I'm an Associate Professor of 
Theatre Translation and Translation Theory at University College London and I'm 
going to ask a question of each of the panelists to begin with. Then, we'll have a few 
questions for all of us to discuss and then we'll open this to the floor. So, I'm going to 
start with Anthony Simpson-Pike, who is Associate Director of the Gate Theatre 
Notting Hill. And also, in these contexts, he's a graduate of Central here. So, Anthony, 
what I'd like to ask you about barriers of production of European plays on UK stages 
is: ‘What, as a programmer, do you see as these barriers when staging European work 
in London?’ 
  
Anthony Simpson-Pike: Yeah, there are a few. I should start by saying that we 
programme international work at The Gate, so we're also looking outside of Europe, 
and I think that these hold true across the board as well to different degrees. But one 
of them, I think, is a question of money and funding for translation. So we're a really 
small theatre and if I can't read the language or Ellen can't, then … then there’s a 
question, like, well, how do we access that, that writing culture, those scripts? And, 
sometimes, we can get help from an institute, sometimes we can't, but one of the 
difficulties there is that you want to get a play translated to decide whether you want 
to programme it or not, and … and often a funding body might want you to have a 
clear outcome which is funding … funding any translation of the play. And so that that 
that becomes a barrier, in terms of just being able to find out more about writing culture, 
rather than committing to a certain play. I think there is something about writing 
cultures as well and that, that opens up a question of form. I think that in … there’s, 
there is, there's quite a lot actually in that question. But one of the things is that 
European work kind of comes about differently and has a different process from some 
of the more traditional processes that we have here, and that can feel quite radical 
sometimes. Like, you’ve got articles in The Guardian talking about European theatre 
being really scary. Or, and, and… So, there's something there's something about the 
place of the writer as well that comes into it. I'm directing a German play at the moment 
and the writer has written at the beginning of the play ‘do whatever you want with this’ 
and just, kind of, has left. But that's a very different process from if I was directing 
something, here, potentially with a British writer, but not necessarily, obviously writers 
work in different ways. But I think that there is something about writing cultures that 
does differ. And being open to forms that aren't necessarily well made, British plays, 
with conventional narrative structures – that, that I think can sometimes will, like a risk 
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for people. They're not sure whether, whether there's, there's … a commercial 
audience for that. So, I think there's something about being brave and not thinking, not 
kind of pre-judging what your audience want to see or, or will be excited by. On a more 
kind of practical note, I think there's something about capacity. If you're … if you're … 
how, how do you kind of get out and find out in a really detailed and complex way 
about lots of different writing cultures, without having the capacity to go and visit lots 
of festivals? And without having that kind of funding behind you, I think it comes back 
to money again. And that writing cultures can work slightly differently. So here, I can 
just write two agents and be like: ‘Can you send me a blah blah blah’s scripts?’ And 
that happens quite quickly but if I'm trying to work with Polish writers, for example, 
that's … that's slightly different. Yeah I think that, that's kind of a few of the things, 
without me going on to full-blown monologue  
 
GB: Thank you very much. Yeah, and we'll hear a bit later from different kinds of 
theatre, because the Gate’s quite small. 
 
ASP: Exactly.  
 
GB: It seats about what, 70? 
 
ASP: 75  
 
GB: Yes, and so there are different challenges in different sizes of theatres. So, I think 
we'll move on to Paula Paz. Paula is the co-founder and associate director of the 
Cervantes Theatre in London and the Spanish Theatre Company. Thinking specifically 
about certain languages Paula, I wanted to ask: ‘From your experience in bringing 
Spanish theatre to London, how do contemporary European plays compete for 
audience and critical attention with revivals of more familiar work?’ 
  
Paula Paz: So I think that from our experience, we opened the theatre two years ago 
and, and obviously we, what we do is we bring Spanish and Latin American plays and 
we do them in a Spanish and in English. So obviously, there is more familiar work that 
you know, that in terms of the, the audience, they come and see it they, they trust you. 
There is something that you mentioned about being not scared but being cautious 
about what kind of European theatre they go and see if they … if it's familiar work, 
even if it's a revival they'll, they'll think that, you know, that it’s European, it’s exciting. 
But … but at the same time, it’s something that they know and they can understand. 
There is something that we found about audience coming in and saying: ‘I don't know 
if I'm gonna be able to understand this. It’s too Spanish’. And I say what, what is too 
Spanish for you? What is Spanish for you, because there is a whole range? You know, 
it's theatre. There is good theatre and bad theatre. And I think there is something about 
programming and, and the good thing that we have is, is to have the balance between. 
For example, we've done some work by Lorca that people know, that it's kind of 
opened the doors of the theatre, to the audience to come and know the work that we 
do and the quality of the work. Which I think, that is key. In order to programme, you 
need to bring, try to bring the best work and then move onto translation, which I think 
is key for European theatre in this case, but in this case Spanish and Latin American. 
We, we have been very lucky because in the very beginning of the of the foundation 
of the Spanish Theatre Company, we approached Professor Catherine Boyle and she 
has been collaborating with us and advising us in terms of translators. The way of 
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translating has been fantastic because I think that if there is not a good translation, 
then the audience is not going to appreciate, is not going to be able to appreciate the 
work. It's going to create a barrier between the, the audience and the plays that you 
stage. And then, in terms of bringing new writing and having the opportunity of having 
a full season of, for example, Spanish and Latin American plays in this case, when 
they come and see one play they see the quality of the play, they see that it’s, you 
know, it's something that they understand, that they can relate to. Also, choosing plays 
that are … that can fit within these contexts as well. There are some plays that in terms 
of style or themes may be a bit difficult or not as accessible for the audience. And so 
they, what we found is that in the, in the second year we, we have doubled the 
audience that we've had at the theatre, which is fantastic. And that, that they trust us 
a little bit more, they trust the work. Then they come and see, for example, Blood 
Wedding, which was the first play that we did at the theatre. Then they come, they are 
curious and then they come and see the, the season of new writing. Another work that, 
that I think that is key is how do you present that? And we've made an effort in, in 
making it accessible. We have done we have started to do some bilingual publications 
of the text, which I think that opens the opportunity to, for people to come and read the 
book in English, in Spanish. We have 25 percent of the audience that come and see 
the play in both languages, which is great. They come and see it in English first. Then 
they come and have the experience to see it in Spanish, even if they don't know the 
language, it's a different experience. And then we have, we bring in terms of the new 
writing, we bring the, the playwrights from Spain. So we have Q&A's. They have an 
opportunity to engage and to ask questions about, about the work. Also with the 
translators as well, and the translate … translation process and the creative team. So, 
I think that it’s difficult, it is a difficult work, but it is kind of opening the doors and, and 
trying to bring the audience. And in terms of the critics, it's a challenge, obviously. 
Because the, the critics from the main newspapers for example, it's, it's difficult to … 
to bring them in. Obviously, it takes time, but yes, I wish that it could be something that 
they can attend, in general, and review more European work because in that way that 
that helps to build the audience. 
 
GB: Are all of your plays bilingual, or is it a certain selection? 
 
PP: Our productions are, yes, bilingual, most of them. And then from guest companies, 
some of them in Spanish, some of them just in English.  
 
GB: Because we had a question earlier from a member of the audience, who was 
asking about showing plays in their original language with surtitles. So you're 
addressing that in another way by giving the option of coming either to see it in 
Spanish, or in English. But how does that work with the performers?  
 
PP: So we work with two different casts. One to do the version in Spanish, the other 
one in English. Some of the actors that are bilingual work in both casts and so do both 
versions. But yes, it is a challenge but it is a fantastic experience not only for the cast, 
because they, they work very differently, so they share different backgrounds, different 
ways of working, different languages. Also for the directors that they have the 
opportunity to, to work with two different casts.  
 
GB: Yes. So really, you're bringing up issues of, or raising questions of, how the 
theatrical culture affects people, the reception of the play and looking at the venue of 
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the Cervantes Theatre. Which sort of brings me to my next question to Amy Clare 
Tasker who's the Co-Festival Director of Voila! Europe Theatre Festival in London and 
then we've got the festival environment, rather than a specific theatre environment. So 
Amy, how do you see the role of the festival model in bringing European plays to the 
UK? 
 
ACT: Great. It's a lot of what Anthony and Paula have said already about finding the 
audience for this kind of work and being brave and being curious and that is something 
that we try and cultivate in an audience at Voilá. And part of the way that we do that is 
to … I think the festival model across the board lowers risk for everybody. And so 
lowering the risk for the audience, means that tickets are ten pounds and it's only an 
hour and you can even see two things in a night so if you don't like it,  it'll be over soon, 
and, you know, come and try something. We really, because we programme, last year 
we had 36 shows across three venues in two weeks. So we really had a lot to say to 
people who were like: ‘Well, what shall I come and see?’ Well, pick a night. When are 
you free? Come and see whatever's on. And it might be Greek or it might be German, 
or it might be, we had one that was pretty much every Scandinavian country 
represented in the company. So, getting, letting audiences into European theatre in a 
low-risk way, meaning that it's not very expensive and it's short. So the festival model 
is quite good at that. It's also good for lowering the risk for the venues. That if you if 
you're a venue, and you're looking at how can I program this three-week slot in my 
season, an unknown European play might feel like a big risk. But if you're a venue 
saying: ‘Okay, well we can do two weeks’. And you're going to bring in ten companies, 
and they're each going to … it's like programming something with a big cast really …  
they're gonna bring their mates and then that network ripples out, so it's easier for 
venues to get on board with a festival model. And then there's a third branch it … For 
us, as a festival to say … the companies, for us to offer the companies a chance to do 
a brand new thing. So many of the things, I think about 20 of the 36, were premieres 
at Voilá in 2018, so we did not … Anthony was talking about reading scripts … even if 
there is a script, we won't necessarily read it because we're programming so much 
stuff and it's on the strength of the, the concept. So, we've really programmed based 
on a few paragraphs that people read and then their websites. And if there's a video, 
then we'll definitely watch that. But so many of the things that we programme are 
devised or you know they, they might have a script, but they're going to completely 
rewrite it by opening night, so we really look for other things. Which I realise is maybe 
a uncomfortable thing to hear at a playwright-centered conference but, here we are. 
That’s what Voilá does. So the festival model, I think, can really help … help everybody 
to get their toe in the door. And we really do at Voilá focus … we're a fringe festival … 
and we focus on emerging companies and emerging producers. And helping people 
to understand, you know, emerging companies in the UK but also emerging artists 
from elsewhere in Europe who maybe are less familiar with the entrepreneurial fringe 
model in the UK. It's really … I will not monologue about that, just at this moment but 
if you’re interested come back to it. Because it does tend to … Voilá tends to walk 
people through what's necessary for producing a couple of nights. It's like: ‘This is how 
you need to market stuff in the UK. This is what you're gonna need to do. Yes, you 
have to bring your own technician to the venue’. It's, it's stuff that if you're a new 
company, you won't necessarily know, and if you're a European company working in 
a different … it's just, it all works differently, elsewhere. So, it's that I think, that is what 
we hope the legacy of Voilá is. Is that each year, we have 20 or 30 companies that 
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can produce things in the UK and/or at a higher level than they could before. So that’s 
the festival. 
 
GB: And, how do you do deal with, so the language issues, you don't translate, do 
you? Do people bring their own surtitles? 
 
ACT: Sometimes, yes. A lot of what's performed at Voilá is devised with a company 
that's based here, even if the artists are from various countries. They are working in,  
everyone's working in English for maybe 75 percent of the shows. We had a show this 
year that we brought from France and they got special funding that we helped to 
connect them to for doing surtitles. So they, we gave them a couple of dates at Voilá. 
They went and got funding for doing the translation and then they brought it to the 
festival and now they have the translation that they can go tour it elsewhere. And then 
there's some other things … So that, let’s see … There were only two shows that had 
surtitles in Voilá this year. But, last year, but there have been plenty of things that do 
use that. And there are few things that are just in French and that's what it is so there's 
no surtitles, so it's French-speaking people who come, mainly.  
 
GB: Okay. I think we’ll come back to audiences when we have a kind of general 
discussion because I think that’s quite an important feature for everybody, isn't it? But 
I'll move on to Simon Stokes now, who until very recently was the artistic director of 
the Theatre Royal in Plymouth and who's going to be able to give a very different 
perspective because he's got a background of producing in the so-called big thirteen 
theatres. So theatres that are much larger than the ones we've been talking about, but 
also placed outside London. Outside London does exist by the way … So Manchester, 
Bristol, Leeds, Birmingham, and so on. Simon, I wondered if you could say something 
about your experience in regional theatre. How important is subsidy in facilitating the 
production of European plays, for more generalist audiences shall we say? 
 
Simon Stokes: Yes. All those theatres that you've mentioned, the main large 
subsidised theatres outside of London are generalists by and large. In Plymouth, we 
do musicals, dance, drama, musicals, ballet, opera … musicals … and all of that along 
with the subsidy pays for the kind of specialist new play programme, which you will 
hardly see outside of London, and very few places in London. Now, let me be blunt, 
there is a problem in this country, I’m sure you know about it. It's a problem with the 
funding of public services, all public services. For a long time, there has been an 
ideological commitment to austerity and the biggest hit in that commitment have been 
councils. And what is under threat from a theatre point of view is production, 
everywhere. People are moving to a model, funnily enough that Plymouth was already 
established for many years … Which is to become a combination of subsidised 
producing where you can and commercial presenting of musicals and book 
adaptations, that is broadly speaking what you will get in the theatres these days. 
European plays, in translation or outside of translation, unless they are called Art, are 
going to be happening in the subsidised sector. Either subsidised by councils, or 
governments or the poor bloody actors very often. And as subsidy decreases and the 
ability to produce decreases, which it is doing very fast, then obviously that makes it 
difficult for new plays in English and new plays in any country, any, any language. The 
question, certainly outside of London, and as a programmer in the way that you were 
talking about, is: ‘And how are you going to sell it?’ There are, in my view, two ways 
of marketing production. One is that you have something to sell: a star, writer, actor, 
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director, a subject (less likely). Or you construct a programme, in which you can 
gradually build an audience, which is that is what you were talking about with your 
theatre and in which the potential audience can come to trust the programmer, 
essentially, and therefore will take a chance on something they have never heard of 
by somebody they have never heard of. I don't make too much distinction between 
English new plays and any other new plays. New plays are new plays. I guess what 
they have to be is good plays and stimulating and entertaining and all of the things 
that you would expect if you go to the theatre. So, it's a slightly depressing message I 
suppose I'm giving to several companies but this is true. And we are waiting, aren't 
we? All of us, to see with our relationships in any case are going to be with the future. 
Whether we could call on funding outside of this country, which certainly I have never 
been able to do, or not anyways as we lose the EU. 
 
GB: Thank you. So far we’re really getting that funding, and perhaps translation and 
funding of translation, are some of the biggest issues. So I think we'll move on to our 
last panellist, Chris Campbell, who's senior editor at Oberon Books. And formally, and 
again until very recently, literary manager of the Royal Court Theatre. And so you can 
really look at this from two perspectives, Chris, now, from publishing of international 
plays, and actually the commissioning and producing of international plays. How do 
you see the interface between publication and production, if we're thinking about 
raising the profile of foreign language and European plays in the UK?  
 
Chris Campbell: Well, I've only been in publishing for a week, so I'm not sure I'm 
going to be able to give you a full and in-depth answer. But a surprising amount of my 
first week has been spent discussing plays in translation and their publication. It's 
important I think, to acknowledge something that Simon implied, which is that a lot of 
the barriers to European plays reaching our stages, are barriers that they share with 
the barriers faced by any plays coming to our stages. In other words: there are too 
many plays; there are not enough production slots. So that's common to everyone. 
We, in common with most theatre publishers, it's rare for us to publish something that 
isn't being produced. By far the best way to get your play published is to get it 
produced. However, in the case of plays from elsewhere in the world, particularly from 
Europe, this rule applies much less because we publish collections. Oberon published 
a collection of mine, that's how I first got to know them, of French plays, which had not 
been produced in this country. But they also publish Scandinavian volumes, Spanish 
volumes … Interestingly, this week they were, we were in the progress of developing 
an anthology of plays from Brazil. The translations for that were going to be funded by 
the Brazilian government. But that was the old Brazilian government … You know, we 
live in the world we live in, and that, that funding now looks extremely unlikely. 
Because, I mean, there's austerity of, and then there’s austerity … So that's, that's 
interesting you know. A as soon as you're dealing with other places in the world you 
get different sets of problems and different things to consider. So, there's all of that. I 
think the public that reads plays is pretty tiny and the public that reads plays in 
translation is an even tinier subset. So you tend to end up, those sorts of books sell in 
universities and in educational institutions, to people who are interested in that kind of 
thing. It's not obvious to me how you market a collection of Norwegian plays to a 
general market. Maybe they'll tell me next week, I don't know. But so far this week, I'm 
not quite sure. But it's, the main point for me is this point about production. So in some 
countries, some European countries, it's easier to get your play published than it is to 
get it produced because there isn't so much a culture of producing new plays. Here, 
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it's absolutely not the case. And somewhere like The Gate is vital in this, because The 
Gate has returned to a mission of largely, not exclusively, but largely producing plays 
in translation. And then those plays get published and they exist. And then we've had 
this very curious, if I can talk about my own work for one second, I did a, I had a 
contemporary French play I translated which was done at The Gate at the end of 2017 
and I went to see it in Paris a couple of months ago, in English. They are currently 
producing the English translation of this contemporary French play in France with 
surtitles, which are the original French text. And it's never been done in French. So 
it's, it's…. what they've managed to do there is to weaponize what we think of as the 
chief disadvantage of a foreign play, which is that it's foreign. And they've managed to 
make it feel exotic. The French writer wrote to me and said: ‘What do you think I should 
write next, so that you can translate it?’ I thought there was a bitterness underlying 
that. But it is true, in my opinion, it is true. This is why festivals are so great and 
important. It's why specialist theatres are great and important. I think the audience is 
largely self-selecting and I think the way forward is to let them know where they can 
get what they like. In other words, you know, Sunday night, BBC 4, foreign crime 
drama. Half the country got into that and I think that's the way forward. I don't I think, 
much as we would love it, I don't think the major theatres are going to suddenly start 
programming lots and lots of European work as part of their central mission. I think 
specialist venues are probably the answer. 
 
GB: I think that's rather a shame for the regional theatres who don't, possibly don't, 
have those kind of audiences. They do have them, but maybe not in sufficient numbers 
to actually be able to programme those plays. Simon, what’s the answer to that?  
 
SS: Well, I think that's true, except in places like Manchester, which does have 
specialists. And there are one or two other cities. But that is a problem and that is why 
I think that you get different responses. To pick up on something you said about the 
press. The critics don't come to see a world premiere in Plymouth anymore. They used 
to. It is very hard to collect interest beyond, because it is assumed that, if it is any 
good, it will be seen in London and that is not true. I did want to mention one thing 
going to festivals, again about subsidy. I've been working for ten years now with a 
Belgian company called Ontroerend Goed, who started very slow and and now are an 
international phenomenon. They go to the Edinburgh Festival every year and they 
have persuaded … and we are partners in this … the Belgian government to subsidize 
for the festival, a mini festival called ‘Big in Belgium’. And they bring over the four or 
five or six shows that are selected by Ontroerend Goed as being the best of this year. 
And quite a number of other countries have followed that model, or are beginning to 
follow that model. The Scandinavians, the Canadians, South Koreans. It is a great and 
worthwhile investment I think for those countries because this is soft diplomacy. It is 
not particularly costly for a government. And then in Ontroerend Goed’s case; where 
they were very much, when they started out, looked down upon by the Belgian 
government as being kids who didn't know what they were doing. But frankly, in theatre 
words, there is Ivo Van Hove and there is Ontroerend Goed, all around the world. So 
there are different pockets that you can pick for your money, and I would certainly 
recommend the investment in festivals, particularly Edinburgh because that is the 
biggest market. And that is where people are coming to see what they can take for 
other festivals and for other theatres all around the world. 
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GB: Just sticking to this, this interface between publication and, and production for a 
second. I've just wondered whether you … I think we can think a bit more about there 
on the relevance of that, for the two things feeding off each other in a way. Because, I 
know that The Gate and The Royal Court actually use the text as their programme. I 
think the Young Vic does that as well. You were talking about, were you talking about 
bilingual text as well? 
 
PP: Yes, we've done … it's not the programme, we have a separate programme, but 
we’ve started to do bilingual edition, right, of the productions that we do.  
 
GB: I wonder, I wonder whether that's some kind of a step forward and how that might 
play and maybe Margherita can talk about this a bit later about this and how that might 
play into the dissemination of international texts to a wider audience and maybe to 
school audiences or to academic audiences. 
 
CC: May I say something about that? Because the Young Vic in fact is stopping doing 
that. So, as you say, it's a step forward. But in fact, and the reason will come as no 
surprise for you to learn, is to do with money. Because what they want to do is sell a 
glossy program full of advertising that they have sold. And they don't want someone 
able to buy a £10 text for £3.99 on the night instead. So, I mean, I'm hoping to 
persuade the Young Vic to change their minds. But yeah, The Court do it and The 
Gate do it, but fewer and fewer people do it, because it's, it's a revenue raiser for the 
theatre. 
 
SS: Can I also say though that specialists buy these texts. We have done it, 
companies, like co-producers, like The Court, or other producers come. And in a three 
week run we might sell six. It's, it's a cost on top of your tickets, which certainly people 
outside London don't want. There's another thing about schools I must say. That 
schools can't afford to go to the theatre anymore. They, I think, somebody said this 
morning, they are following the curriculum and that is it. So if we put on, I don't know, 
we put on some years ago Othello, co-production with Frantic Assembly and they all 
came to that because it's Frantic Assembly and because it’s Othello and it fitted. But 
in general terms, for new plays, they don't come. Not in any force. I'm slightly against 
the sale of, the selling of texts partly because there is a tendency to say: ‘You have to 
buy the text if you want to know who's in it’. And I don't believe that that is actually a 
fair idea.  
 
CC: Certainly the Royal Court provided a free sheet, so you can.  
 
SS: Yeah, if you work hard enough and long enough. 
 
CC: Well I don’t work there anymore, so complain all you like.  
 
GB: So, can we think about audiences now? How can we broaden the range? How 
can we broaden the audiences and bring in new and larger audiences for plays? I 
mean you've all touched on this a little bit, but when you're making decisions, you're 
making decisions for audiences. How do you put yourselves in the shoes of those 
audiences that you're hoping are going to come in? 
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ASP: Yeah … So, how do we bring more, more audience members in to see European 
based plays? I think for me personally that's partly about thinking really holistically 
about that work. So who gets to be in those plays  and how does that context feel like 
it resonates with … with a lot of the world? And not just people who you might have 
seen come to the theatre the most. So, I think that's … that's a question about,  about 
content. But I think it's also about, about the production, and making sure that, that 
production feels really inclusive on one hand and I don't think it's necessarily separate 
from,  from the rest of your audience development work. You know … making, bringing 
people into the audience. Making your theatre seem and feel really accessible and 
making audiences trust you. I think it's kind of part of the same question. 
 
PP: Yes. From our point of view, it’s what, what you said. It's about thinking about what 
audiences are coming in, the quality of the play that you choose, the quality of the 
translation, and the quality of the production - because then once they are in, they trust 
that and then they come back. And also making it accessible. With what I said before, 
the Q&As in our venue. There is, you know, a size in which you're very close with the 
actors, you're very close with the, with the staff, the audience, the conversations, the 
spark … You know, there is something about sharing, before and after the play, that 
experience. Bringing the playwrights, the translators … having that conversation open. 
Also while, when you're choosing the play, kind of choosing plays that you know, that 
are going to … that the themes of the play are, you know, are going to relate with 
them, with the audiences here and now. More universal themes and a variety of 
themes and styles, so that they can choose and they can take a risk and see 
something new that they hadn't seen before. And also developing new audiences. In 
our case, with our educational programme, we have seen, so we've had 6,000 
students coming in from more than 400 schools to see the plays in Spanish because 
they are studying the language. And that is growing. And workshops and, and the 
interest is growing. And even now we're seeing from the, the students that came in the 
first year. In November for example, I was talking with, with a girl that she came to see 
Blood Wedding with their school and now she was coming. She had finished school, 
and she was coming to the theatre to see the new plays in Spanish. And I felt that that 
was the step forward in developing the audiences of the future. In the end, they are 
used to see plays, kind of different plays European or foreign plays in general, in 
different languages and they are not scared. They’re used to it. It’s normal. 
 
GB: Amy, is it possible to characterise a festival audience? You said you had a French 
play where you felt that most of the audience was French. How could you get that 
French audience to bring in an English audience as well, an English speaking 
audience? 
 
ACT: Right well, Voilá has an interesting history as a European festival. We've actually 
only been European for two years, the last two years. Before that, for about four or five 
years it was a French-English bilingual festival. So there's a strong French-speaking 
audience that's been following Voilá, Some of whom don't care to be European with 
the rest of Europe, thank you very much, and they would prefer just to see French 
things. And that's fine we have lots of French things. But there … we, I don't think we 
could, at this point in our development as a festival, programme something that's not 
in English, with no surtitles, that's not a French play. We couldn't do it in Portuguese, 
we just don't have that audience. So that's very specific to French language plays at 
Voilá. But we could easily programme something in Portuguese with surtitles and we'd 
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be very happy to do something like that. When, when we're programming, we are, to 
be totally frank, we're thinking more about the artists than the audience at the 
programming stage. But one of the things that we look for in, once we've done the 
pass through our applications, it's an open call, we will look at, you know, what are the 
shows that we want to see, Charlotte and I? And then looking at those companies, do 
we think they can fill a house? For example, the Etcetera Theatre for three nights? 
That's only 120 seats to sell. So it's the audiences, in the scheme of the festival, they're 
not low but they are a smaller consideration, until we've got a rough programme of 
things that we think are going to be good quality, as Paula was saying that's the most 
important thing. And that are relevant, that have universal themes, that are … 
Sometimes we programme things just out of curiosity. There was something that I was 
very proud to have programmed, which actually I think is connected to Central School, 
which is Wretched Theatre’s On Missing, which was a brand-new piece that was, half 
the company was Polish and half was Nigerian. And they were doing some research 
around phantom limb syndrome and making a piece on migration using forums from 
each of those two countries. And we said we've never seen anything like that before, 
so we need to program it to know what that is. And that's something that as a festival 
we can do, even if nobody comes because, because we're a festival. And it's … you 
know, we gave them three nights, they did in fact get Arts Council funding for it and 
they did have an audience for it and in part because it had a little bit of spark to it, that: 
‘I've never heard of that before’. So that's quite rewarding to be able to do, and to take 
those risks as a festival and I think that is really what a fringe festival is for. 
 
GB: Simon, beyond issues of funding how do you grow audiences in the regions? 
 
SS: I don't put myself in the position of the audience. I'm a bit like you. I decide whether 
I like it or not, whether I want to see it. I say to myself: ‘I have to sit through this stuff’. 
You know? Ultimately, going back to what Chris was saying, the rules are the same. 
Is it any good? Is it going to engage? If it engages me then it will engage other people. 
When it comes to work that is not English, it is a great thing to be able to put on work, 
which you know English people could not have devised or could not have written. 
Which is true of Ontroerend Goed, their work could not be done by an English 
company at the moment. There are, there are dangers that they have. There’s 
company called BRONKS who did a show that we are also associated with called 
Us/Them, which was about the massacre of parents and children at Beslan in the West 
of Russia. And it was an astonishing piece of work told about the siege that these 
terrorists held for some days and the response of the children. We wouldn't, in this 
country, put forward that kind of work as being suitable, and yet it was brilliant. It went 
to the National Theatre eventually. It was a work of some genius. So, you look for 
quality, as I think you were both saying.  
 
CC: I think the audience for this kind of work is of two kinds. There are the people who 
are interested in it because it's European and one of the advantages of working in 
London is that every country of the world has a representative community here. So, 
there are people like me. I will go and see a contemporary French play in London 
because I'm interested. But, the other half of your audience, are people who just go to 
the theatre. And to them it’s largely irrelevant, I think, where the play comes from. So, 
I think you can, certainly the experience at the Royal Court is, that you can put on a 
play from any country of the world and that country’s representatives in London will 
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turn out so you've got the core of an audience already, and after that then you have to 
interest the other people who, who are really indifferent to its provenance I would say. 
 
GB: Thank you very much. Thank you to the panel. Thank you for your questions.
  
 
 


