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A FESTIVAL MANAGER’S JOB  
EVOLVES ALONG  
WITH THE FESTIVAL
by Daniela Mişcov

A festival should be a “Think Big”     
project, in which visions find their    
home to grow, especially when the    
festival answers important needs  
of the local community
This happened with the 100, 1000, 1000000 Stories 
International Theatre Festival for Children in Bucharest, 
Romania, which started in 2005, from the need to provide 
the community of Bucharest with a new theatre offering 
comprising different kinds of theatrical styles, thus enabling 
audiences and artists to connect to the larger world of theatre. 
In order to accomplish such a challenging objective, a festival 
manager must have dedication, passion and vision; otherwise 
this need cannot be determined and satisfied at a high level.

When I began work on the inaugural 2005 festival as Manager 
of International Relations, I had previous experience working on 
smaller projects built around a couple of activities, some made 
on the basis of local partnerships. Yet I had strong memories 
of extraordinary performances seen around the world that 
I very much wanted to be able to show to children and artists 
in Romania, because these performances were of high artistic  
quality and also very different from theatre for children in 
Romania. And I thought that this is what a festival is meant 
for: to bring in challenges, to bring about new things, to stir 
up emulation for different styles of theatre making. Last but  
not least, knowledge of cultural management helped me  
structure my ideas and visions so that my vision and ideas  
would continue to gain cultural relevance and size. Also, it is 
important to be permanently connected to the market trends  
of cultural ideas and know which are relevant to your project  
so as to make it successful. It is also vital to keep in mind that a 
festival should have a recognised profile so as to be competitive.  
At the same time, a good manager must keep a strong  
relationship with the home community and audience.

The 100, 1000, 1000000 Stories festival was created in 2005 
from the need to provide parents, children and artists with a 

more generous and diverse theatrical choice, because at that 
time in Bucharest there was no other similar event organised 
by a professional theatre. Romania, a country located 
in South Eastern Europe (bordering Hungary, Bulgaria, 
Serbia, Ukraine and Moldova; crossed in the middle by the 
Carpathian mountains and bordered to the southeast by the 
Black Sea), was geographically and politically behind the Iron 
Curtain and part of the communist bloc until 1989.

Dialogue and cooperation was strangled and European and 
international exchange happened only once in a while on 
happy chance. To imagine and initiate an international theatre 
festival in Romania before 1989 was totally out of the question, 
owing to the fact that the mobility of artists was reduced in the 
extreme. The great majority of Romanian artists rarely, if ever, 
attended events across the border. Information also circulated 
with difficulty, usually via personal channels. The prevalent 
style of theatre for children in Romania and in the region was 
mostly old fashioned. Hence after 1989, there was an urgent 
need to reconnect Romanian artists with the world circuit of  
values, trends, issues and concerns.

In 2005 in Bucharest, the capital of 2 million people, a total of 
43,000 children from 0 to 15 years of age could participate in a 
limited number of artistic activities offered by three professional 
dramatic state theatres, a puppet theatre, one circus and one 
operetta theatre, compared with 15 adult theatres, subsidized 
by the state, plus a growing number of independent theatre 
companies, performing in unconventional venues. But most of 
these performing arts institutions with programmes for children 
offered the same type of theatre: adaptations of fairy tales from 
the 19th century (Grimm, Andersen, Perrault). This is because 
of the historical and political-cultural context of the country for 
50 years (after the king abdicated in 1947, the communist regime 
brought about by the Russians takeover lasted until December 
1989 when Ceausescu’s communist regime was overthrown  
by force through a bloody revolution).
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At the same time through 
their readings, games 
and research, children in 
Bucharest felt the need 
to relate with topics and 
concerns other than the old 
stories, and they longed to 
see other kinds of art than 
that which their parents 
and grandparents had seen 
when they were children. 
But theatre for children in 

Romania had been stopped in time. At least this was the case in 2005 when the festival began. 
Now after a few years, the situation has started to change a bit and the largest change has been 
brought about by the introduction of a new type of theatre (also the newest in Europe): theatre 
for 0–3 year olds, or theatre for early age (or babies).

My participation in international events and festivals after 1994, when I started my work in 
theatre for children, enabled me to have a much larger picture about what happens in the world 
of theatre with respect to repertory and style: contemporary plays for different age groups, 
theatre shows done in many ways other than the style of musical comedy, like object theatre, 
dance theatre, early age theatre. Within these categories, I also discovered many other ways of 
making theatre, combining language arts, through various disciplines and arts: film, graphics, 
modern dance, modern or classical music, video, photomontages and live  painting.

A festival should be the very embodiment of a ‘Think Big’ vision, and it is easier when one knows 
that in this way one responds to the real needs of the community, a need noticed many times 
before and confirmed with each and every trip to theatre events abroad. Although I watched 
interesting and beautiful shows and events, I wanted to be able to show my new friends abroad 
that Romanian theatre has also something to offer. Consequently, I had to set up a dialogue and 
bring about some change.

How does one orient oneself in a global space so vast: how to choose, how to communicate, 
how to know who is who and where, especially when you’re at the beginning? My chance came 
through getting in contact with ASSITEJ, a worldwide network in the field, and as well as meeting 
new friends and colleagues at events abroad. Also useful was a regional network, Epicentre, who 
made the first approaches through projects promoting events for children and youth theatre 
in Central and South Eastern Europe. With their full support, the 100, 1000, 1000000 Stories 
festival was promoted and the calls for proposals were launched.

“A festival should be the very embodiment of 
a “Think Big” vision, and it is easier when one 
knows that in this way one responds to the real 
needs of the community, a need noticed many 
times before and confirmed with each and 
every trip to theatre events abroad.“
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At the first edition, I managed to showcase an adaptation of Shakespeare’s Henry V, performed by Croat 
Theatre Mala Scena, seen at a children’s festival in Zagreb during 2004. At the same festival in Croatia, I saw 
a brilliant Russian performance done in the great tradition of Russian drama theatre, Kashtanka, presented 
by Ekaterinburg Theatre (which was invited to our Bucharest festival in 2007), as well as, The Colours 
of Water, by the Italian company La Baracca, one of the most prestigious theatre companies in the 
world working for the 0–3 years of age group (this production was presented in the 2007 Bucharest 
festival where it took the award for best show for 0–3 years). Following this dialogue, Teatrul Ion 
Creanga, the producer of the festival, became project partner with La Baracca in the framework of the 
European network, “Small Size, big 
citizens”, coordinated by La Baracca. 
This was possible thanks to the early 
age programme that the company, 
Teatrul Ion Creanga, funded one 
year before in 2004. Last but not 
least, my participation in the Zagreb 
festival, which inspired my work on 
international collaborations, took 
place as part of a project coordinated 
by a regional network based in 
Zagreb, Epicentre Through Epicentre, 
I got to know and meet the members 
of the executive committee of a big 
international network organisation 
in the field of theatre for children, 
ASSITEJ International. The contact 
with these three networks and 
participation in their activities was a crucial step for me in building a broad and clear vision of 
what is happening in the world in the area of theatre for children. I became aware about the equal 
importance of Asian theatre. So in 2007 we invited the best performance for Korean children, 
Gamoonjang, a national version of King Lear, which won the best acting award at our festival.

My involvement with Teatrul Ion Creanga and participating in various networks showed me the 
great importance of connecting the Bucharest festival with the international arena through mobility, 
exchange and partnerships, as well as the necessity for the festival to be open to actual trends and 
issues. For instance since 2005, the Bucharest festival has included and expanded the 0–3 age section 
in its programming: in the first edition, only one early age show was presented; the last few editions 
of the festival have featured some very good four to six productions in this section.

“The contact with these  
three networks and  
participation in their  
activities was a crucial  
step for me in building  
a broad and clear vision  
of what is happening  
in the world in the area  
of theatre for children.“

Capacity Building For Young Festival Managers
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Concrete daily practice: How to     
make big visions become reality
What I wanted to bring to the Bucharest festival was 
facilitated by the contacts maintained with people, sustaining 
correspondence, answering emails. It all seems very basic, but 
how many of us are in the habit of responding to messages, 
even those that merely transmit information about an event, a 
tour, a festival, a performance? All these messages are priceless 
for a manager of international relations.

A festival manager is born of concrete and complex practice 
and of continuous learning, practising on a daily basis the 
intrinsic abilities and skills of the job. First and foremost, 
I consider being a good communicator and networking as 
fundamental to the job of 
festival manager.

What is networking? Good 
networking is about excellent 
communication and the sharing 
of valuable information. 
Building and maintaining 
relationships. Raising the 
profile of oneself and others, 
making connections. To do 
this, you must continue to 
disseminate information about 
yourself, your work and also 
about others and their work, 
not leaving any interesting 
information to pass unused or 
unshared with others.

In addition, one must like to 
communicate with others (and not consider the task a waste 
of time) as well as be able to communicate with others. Besides 
basic communication skills, one should know English and, 
as much as possible, a couple of other languages too: French, 
Spanish, Italian, and German, for example. This will enable the 
manager to make contact with artists in other regions where 
theatre is considered artistically excellent and well represented.

There are many other interesting events, performances and 
personalities outside the Anglophone expression space. 
This means that a manager and his/her assistants who know 
languages other than English and their own native language 

are richer. The French, Spanish, Italian and German theatre 
cultural fields are extremely rich in festival events and projects. 
The manager who can communicate in at least one of these 
languages has the chance of entering into a relationship with 
the community and producing remarkable things.

Can there be a good festival manager without the desire to go 
out, travel, meet people and do what they must so as to discover 
foreign projects with all their ramifications? Travelling is 
essential and as important as communication. Travelling is to 
know and draw one’s inspiration from other festivals. Travelling 
is meant for exchange and cooperation, for meeting other 

visions and promoting 
one’s own vision. So 
where to travel and what 
to attend?

If you’re a good networker 
and communicator, 
if you like to travel, 
you can very quickly 
understand where to 
go and what events you 
should not miss. It is like 
a geographical map: once 
you become a tourist 
learning to pilot yourself, 
you know where you are 
and where you want to 
go and also how. The 
main events are very well 
promoted and are always 

on networking sites. Once you have participated in an event, you 
have entered the organiser’s mailing lists and the mailing lists 
of other festival organisers whom you met at the event, which 
means that from that moment on, you will be receiving constant 
invitations to all their events. If you are active and responsive, if 
you have a major event, if you have a say in the business and in 
the field, if you are a person with a concept, a vision and some  
knowledge, then you will soon be a landmark on the map of 
the festival organisers. If you want your festival to be included 
on the main events map from the moment you attend an event, 
you have to schedule and book your events to attend a year 
ahead and stick to it.

“A festival manager is born 
of concrete and complex 
practice and of continuous 
learning, practising on a daily 
basis the intrinsic abilities 
and skills of the job. First and 
foremost, I consider being 
a good communicator and 
networking as fundamental to 
the job of festival manager.“

A Festival Manager’s Job Evolves Along with the Festival
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Best practice model: Attend  
famous festivals in the field
Inspiration arises from seeing what others have been doing  
very well for a longer time than oneself as well as  
participating in discussions of all kinds, both formal  
and informal. If you want to be a good festival manager,  
then you need to know what the map and calendar of  
important events in the field are. You must document 
thoroughly and try to attend as many events as you can. Try 
to take part in these events, share your experience, get to 
know the organisers, their visions, the audience, the venues, 
take photos and take notes to distribute at home to your team. 
Make yourself known to everybody simply by actually being 
there and trying to have a real dialogue with people; give  
life to a conversation and share your ideas.

It is much easier to make connections and find what is best  
if you are a member of a representative network in the  
field as all the important festivals are promoted there by  
means of newsletters and websites and through social  
networks like Facebook, which have special pages dedicated 
to festivals and other international events (e.g. seminars, 
congresses, round tables). But there are always small and 

interesting festivals in regions not reached in the centre 
of interest. They should not be omitted. Everything must 
be carefully considered and evaluated. I think that at the 
beginning of a career, every festival manager has been 
inspired by a beautiful and well-made event attended 
either in his country or abroad. I was inspired by festivals  
in big cities such as Zagreb, Bologna, Seoul, Dresden, 
Helsinki, Vienna, and in small towns like Aberystwyth 
in Wales, and Horn in Austria or Lund in Sweden,  
or Kuusankoski in  Finland.

“I think that at the beginning 
of a career, every festival 
manager has been inspired 
by a beautiful and well-made 
event attended either in his 
country or abroad.“

Event in Bucharest

Capacity Building For Young Festival Managers
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Give an active role to all    
contacts taken home
Once back home, the contacts you have made abroad 
will become your base of work. You will receive constant 
information and material from these colleagues. In return, 
you must send constant information to them. By so doing, 
you will create a strong database for your festival, keeping  
in mind that a good manager always communicates,  
continues to learn and is always on the move. Slowly over  
time, you will build a solid network of relationships, friends  
and colleagues. You will need to continually sustain this 
network of contacts. Being a good festival manager is a  
full-time, year-long job. All the performances (Kashtanka, 
Henry V, Colours of Water) and well-known personalities in 
the field (festival directors and programmers, actors, directors, 
storytellers, theatrologists and curators) that I wanted to  
invite and bring to the Bucharest festival, were facilitated by 
the contacts that I maintained through emails and post.

At home: Whom to work  
and cooperate with, apart     
from the festival team?  
The festival continuously develops relationships and 
partnerships not only abroad, but also locally. In this way the 
event has more visibility and becomes important for more 
people, thereby giving rise to more funding resources.

Naturally from the financial, promotional and logistical 
point of view, the best organisation of participation in the 
festival of performances and artists or festival programmers 
is arrived at by partnering with foreign cultural institutes 
(e.g. Swedish Institute, British Council, Goethe Institute, 
Cervantes Institute, French Institute, Delegation Wallonie 
Brussels, Italian Institute, Polish Institute, Austrian Cultural 
Forum, Czech Institute), embassies (e.g. the embassies of 
France, Finland, Ireland, Israel and the Russian Federation) 
and the embassies or diplomatic offices of your own country 
abroad. Thus far, performances, artists and programmers 
from 22 countries in Europe (Austria, Belgium, Switzerland, 
France, Slovenia, Poland, Bulgaria, United Kingdom, Ireland, 
Spain, Finland, Sweden, Denmark, Germany, Greece, Italy, 
Russia, Croatia, Moldova, Serbia, Hungary) as well as Korea, 
Israel, India, and Cameroon have been featured in the  
100, 1000, 1000000 Stories festival.

Beside partners and sponsors, it is vital to bring young people 
within your team of collaborators, either on a voluntary basis 
or through partnerships with educational institutions where 

A wish and a goal: Making a  
festival part of a network
In the age of communication, an arts festival (in our case, 
a theatre festival) is in itself an example of communication. 
A festival should get a prominent profile on the agenda of 
important international events. Thus, a good manager must 
know how to promote the festival: how to open it to many 
networks in a competitive market and with limited funding 
resources, while always thinking about what is in the interest 
of the festival to enable it to grow.

As I mentioned in the introduction, the 100, 1000, 1000000 
Stories International Theatre Festival for Children in  
Bucharest was fortunate to benefit from the information I 
collected and the international contacts I developed through 
the existence of three networks: Epicentre, dedicated  
to mobility and theatre projects in the region of Central 
and South-eastern Europe; Small Size, an European 
network of theatres for children of 0–3 years; and ASSITEJ 
International, the world’s largest most important association  
of theatres for  children and youth.

Besides promoting the festival, a good manager uses these 
contacts and networks to develop the respective art and best 
practice (i.e. in our case, theatre for children and young people 
and professionals in this field) as well as the knowledge and 
practice of the associated partners (e.g. children and parents, 
schools and kindergartens staff represented by teachers). By 
constantly sharing information, the arts manager ultimately 
promotes the festival, contributing every day to its importance 
and visibility at home and worldwide.

“In the age of communication, 
an arts festival (in our case, a 
theatre festival) is in itself an 
example of communication.“

A Festival Manager’s Job Evolves Along with the Festival

they study, like the Bucharest festival had with the Theatre 
University. The students add passion and energy, while the 
festival provides a breeding ground for future talent, instructing 
students about what is required in the theatre market. In 
our festival, young theatrologist students were employed as 
guides and translators for foreign guests and groups. Later on, 
some of them have become employees of the company in the 
PR Department and further developed their skills through 
working for the festival.  
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A festival manager’s job    
evolves along with the festival
Like any other job, being a festival manager is a job in which 
the requirements and challenges change with time. New 
knowledge is gained, perspectives change, and so does the 
festival as it needs to adapt to an ever-changing context. So 
what new things does a festival manager learn that make the 
festival  evolve?

The best way to be a good festival manager is to keep the 
value of your work and festival high. Be in close contact 
with developments in your area of interest. If you work in 
theatre for children, then you should keep up-to-date with 
what is happening in the field, constantly researching books, 
magazines, and studies. Be aware of successful projects that 
received grants from various organisations and programmes. 
Promote your work through all mediums (e.g. the internet, 
publications) with worldwide access. Be curious, eager, 
receptive and open. Surround yourself with enthusiastic 
people. Want what is best for your festival. Always continue 
to dream, even when the festival became famous, known and 
appreciated. Find talented co-workers and partners. Strive 
to always include something new, innovative, experimental 
and/or interdisciplinary in your programming. Working in a 
team, you must be a repository of ideas and proposals from 
all members, ranging from the festival director to colleagues 
in all other structures, especially if they have new proposals, 
contacts and information.

A festival manager constantly faces challenges from the socio-
economic context: funding cuts may happen, or you may 
discover that other festivals are happening in the region at 
the same period as your event. Finding the best solutions to 
maintain high standards for one’s festival is also a good way 
for a festival manager to keep fit in terms of management 
skills and practice. Consequently, your knowledge of cultural 
management should always be updated and be put to work 
in a project as daily practice is the best teacher. Cultural 
management enables one to have a consistent and logical 
vision, to uphold strategy, to be organised and efficient, to 
‘Think Big’, as well as to act locally in a good way.

Such data helped me to structure my ideas and visions, allowing 
them to gain cultural relevance and grow in scope. While 
working for the 100, 1000, 1000000 Stories festival, I continually 
asked myself vital cultural management questions, such as:

•		What	do	you	want	to	achieve?

•		What	are	the	needs	of	your	organisation?

•		What	are	the	needs	of	your	community?

•		What	are	the	needs	of	theatre	for	children	in	Romania?

•		What	are	the	needs	of	artists,	teachers	and	audience?

•			What	are	the	needs	of	children?

•			What	is	the	mission	of	your	festival?

•			What	is	the	festival	project	about?

•			What	activities	do	you	need	to	accomplish	in	 
    order to meet your objectives?

All the time, these key words and phrases helped me structure 
and follow my vision and turn it into reality through the 
development and execution of project initiation documents, 
log frames, planning cycles, GAPP (Generally Accepted 
Practices and Processes) analyses, Gantt charts, critical path 
analyses and charts, leadership skills, team management, 
strategy tools, time management, communication plans and 
skills, as well as support-building. Apart from attending 
relevant courses, I discovered that www.mindtools.com was a 
rich and useful resource for all managers who want to make 
best of their careers. I am a member of this resource site and 
always read their newsletters that constantly offer new, exciting 
and interesting insights  and information.

In my view, a festival manager cannot just depend on his/
her ideas, inspiration, connections and talent to succeed. 
It is essential for a festival manager to cultivate cultural 
management skills that will allow him/her to organise an 
excellent cultural project that suits the needs of that particular 
field and community as well as enable the manager to 
accomplish his/her career goals.

Capacity Building For Young Festival Managers
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“Be curious, eager, receptive and open. 
Surround yourself with enthusiastic people. 
Want what is best for your festival. Always 
continue to dream, even when the festival 
became famous, known and appreciated.“

•	What	are	essential	qualities	of	a	festival	manager? 

•	What	are	essential	tasks	as	a	festival	manager? 

•	What	are	the	technical	skills	and	competencies	 
required of a festival manager? 

•	How	do	you	position	your	festival	in	a	 
competitive market? 

•	What	are	the	essential	questions	you	need	to	 
ask yourself as a festival manager?

Reflections

A Festival Manager’s Job Evolves Along with the Festival


