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FOREWORD 
 
 
 
For the 9th edition of Les Arcs European Film Festival, (16 - 23 December 2017), the association 
Révélations Culturelles decided to continue the initiative undertaken by the festival in 2016 in 
which European female film directors were placed at the heart of the festival for the 
programme “New Female Film Directors”. The festival team, in partnership with the Sisley 
d’Ornano Foundation, France Télévisions, the CNC and the association Le Deuxième Regard, 
produced a study that investigated the position of female filmmakers and the policies 
established to support them in the various countries of the European Union. In 2017 the 
creation of Le Lab “Femmes de Cinéma” (“Women in Cinema” lab) is the continuation of this 
direction taken by Les Arcs European Film Festival which began in 2013 with the creation of 
the “Femme de cinema Sisley/Les Arcs” award. 
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INTRODUCTION 
 
 

As in numerous other sectors of society there are clear disparities in the film industry in terms of 

the representation of women. We believe, however, that the film industry is merely the tip of the 

iceberg in terms of equality of possibilities. Change towards greater gender equality in this sector is 

extremely significant as the film industry has significant symbolic importance and can serve as an 

example to the wider society. 

It is in this context that we decided, in 2016, to commission a study in order to identify the place 

of the new generation of female film directors on the landscape of European cinema. And then, in 

2017, we decided to update the study. Our aim is to work over a long period of time in order to go 

beyond a simple assessment of the current situation. We can observe how the numbers show a general 

trend towards an increased proportion of female film directors. But the objective of this study and of 

the Lab is to establish whether, year after year, there is indeed real change or whether the numbers 

reflect circumstantial developments. This study also aims to identify which policies encourage these 

developments and which hinder them. The 2017 update of the study therefore aims to compare the 

new results with the previous ones and to confirm or not the conclusions that last year’s study reached. 

More generally we aim to take part in the current movement of building awareness about the issue 

of the place of women in filmmaking, and to open a dialogue about potential policy models that can 

be considered in order to effect change towards a turning point. The aim is therefore to encourage, 

from year to year, the different countries to examine their situation concerning this issue, and to 

implement the appropriate policies. 

To date all published studies that examine this subject show that European filmmaking is, to a large 

extent, a male-dominated domain. Female film directors face numerous obstacles revealed in these 

studies12 and in statements3 from female filmmakers. The statistics are shocking and reveal how 

women struggle to be legitimised in the filmmaking industry. The majority of feature films, with both 

large and small budgets, are directed by men. 

With the intention of establishing whether there is indeed a tendency towards a feminisation of 

European cinema we have decided to examine the situation with a dynamic model rather than with a 

static set of statistics. This study therefore examines the emergence of a new generation of female film 

directors. If each individual film is the work of a director belonging to a particular generation, we can 

study separately the films of these directors (male and female) according to the generations to which 

they belong. 

                                                      
1 See the work by Delphine Naudier and Brigitte Rollet. 
2 « Où sont les femmes ? », (“Where are the Women?”), Cinevox [on line]. URL : http://www.cinevox.be/fr/ou-
sont-les-femmes/ 
3 « Cinéma, femmes et machisme : seize réalisatrices françaises se confient », (“Film, Feminism and Machisme: 
Sixteen French women filmmakers tell their story”), Le Figaro [on line]. URL : 
http://madame.lefigaro.fr/celebrites/le-cinema-desfemmes-060515-96487 

http://www.cinevox.be/fr/ou-sont-les-femmes/
http://www.cinevox.be/fr/ou-sont-les-femmes/
http://madame.lefigaro.fr/celebrites/le-cinema-desfemmes-060515-96487


For the purposes of this study it is considered that one generation corresponds to the number of 

a director’s completed films, including their last film released in cinemas. In this way generation 1 

corresponds to directors who have completed one film (their first film); generation 2 corresponds to 

directors who have completed their second film, etc. There is no direct correlation between the 

generation and the director’s age. 

When we refer to “old” cinema we are referring to a context in which filmmakers are established 

and have been able to direct various feature films. Conversely, “young” cinema refers to a situation in 

which filmmakers have not had the opportunity to direct many films, in which they quite possibly direct 

their first film during the period covered by the study and in which the film industry is undergoing 

changes that regularly open opportunities up for new filmmakers. 

We therefore questioned whether there was indeed a trend towards a feminisation of filmmaking 

in the European film industry and what were the policies in place concerning this issue. 

We began from the hypothesis that, using statistics already published, the low proportion of 

female filmmakers in the older generations (who have directed more than one film), weighted the 

statistics in such a way as to mask the incremental feminisation of more recent generations (of 

filmmakers at the beginning of their careers). We felt instinctively that the European film industry 

appeared to be undergoing a process of feminisation and that more and more women were directing 

their first film. 

We felt it would be interesting to focus on the new generation of filmmakers and to exclude the 

generational factor, which can give a misleading idea of the current situation and changes. Cultural 

policies do indeed have a short and medium-term effect on the new generation but this effect can be 

masked by the disparity of previous generations, and will continue to be masked while the older 

generations are making films. The objective of the study is to understand whether there is a turning 

point at which European female film directors began to see an improvement in their opportunities, 

and if this is indeed the case, to identify when this turning point was, where it happened and within 

what context it happened. 

We therefore undertook the study in two phases. First of all we gathered statistics about the 

proportion of films directed by women in the various countries of the European union, and the 

generations of the directors. After obtaining a general overview of the European situation we began a 

more qualitative study investigating in every country the measures and policies adopted (or not) to 

support female film directors. 

  



METHODOLOGY 
 

The study focuses on the years 2012 – 2016, examining all the countries of the European Union 

(except Cyprus and Malta, where the production is not sufficiently significant), as well as in Switzerland, 

Norway, Russia and Turkey, in the extent to which these countries undertook to provide the statistics 

and information on policies. 

The study was undertaken in two phases. 

In the first chapter, focused on quantitative statistics, we listed all the films with a cinema release 

over these five years in each of the territories of the study. We only took into account cinema feature 

films, without differentiating between fiction, documentary and animation. Furthermore, Europe has 

a large number of international co-productions. In this case the study chose only to label the film 

according to the majority producer of the co-production. To have allowed a co-produced film to 

register in the statistics of more than one country would have produced statistical misrepresentation 

of international averages. In the case of films directed by more than one person each individual 

constituted a fraction of the entirety of the directors, and was consequently taken into account in this 

way. 

To examine the films the study used the following as sources of information: 

- The national film institutes of all the countries taking part in the study (see the bibliography at 

the end of the report). 

- The EWA Study Where are the Women Directors? Report in Gender Equality for Directors in the 

European Film Industry (2006-2013) 

- Centralised archive sites giving information on cinema releases in Europe and worldwide: sites 

such as the site Lumière from the European Audiovisual Observatory and IMDB. Concerning the 

release dates of the films, the study used only information provided by IMDB in order to ensure 

coherence across the board. 

Using these sources the study established statistics on the gender of the directors of all the films, 

before establishing the number of films directed by each director of each film released in the period 

2012 – 2016 in every country of the study. The number of films directed by men was compared to the 

number directed by women. Finally the study compared the relation of male to female-directed films 

in the new generation with the global figures of all films released during this same period. The study 

established models in order to compare different generations of directors from the same countries in 

terms of the proportion of films directed by women.  

For the second chapter of the report, concerned with a qualitative study, policies adopted (or not) 

in the various countries to support female film directors are examined. The study also examined the 

extent to which women are present in the committees that award public and private funding, and the 

presence of women in film schools in the countries of the studies. The countries that have adopted 

cultural policies but show disappointing results are closely examined in order to understand whether 

the policies themselves are deficient or whether they are undermined by other factors (sociological, 



cultural etc.). This allowed the study to identify the typology of countries according to policies adopted 

and results (observed in the quantitative part of the study). 

In the study we try to draw conclusions about the policies and other factors that encourage the 

emergence of female film directors and ensure equality of opportunity and a balance of men and 

women in these careers, so as to identify future paths of progression for the whole of the European 

territory and work towards best practice in this field. 

In this updated version of the study two time-frames are examined: new statistics from 2016 

(where the original study confined itself to the years 2012 – 2015) and new policies adopted in 2016 

and 2017 year are taken into account. 

 
  



I. Quantitative study on the situation of female film directors in 

Europe 
 

The first part of this study concentrates on statistics concerning female film directors in the 

European film industry. On the one hand we focused on the proportion of women directors who 

directed one or more films in the period 2012 – 2016. Subsequently, we focused on women directors 

in the context of their generation, that is, according to how many films they have directed during their 

careers. 

 

A) A male-dominated European cinema 
 

In every country included in the study we listed every film that had a cinema release between 2012 

and 2016 (national productions of majority co-productions) according to the gender of the director. 

This allowed us to identify the percentage of film directed by women in each country, for every year 

of the study. The average percentage of women film directors in every country was calculated for the 

period of the study; finally the general weighted European average4 was calculated in relation to the 

number of films produced in each country5. 

The weighted average for this period 2012 - 2016 is 19.6%, which indicates a slight increase in 

relation to our earlier study (19.4%). In 2016 the weighted average was 20.4%, which is the highest 

average for the period studied, and it managed to cross the symbolically significant mark of 20%. 2016 

is therefore the first year in which one film in five is directed by a woman in Europe. It is worth noting 

however that 2016 was in general a year in which fewer films than average were produced, as only 

1472 films had cinema releases, about 100 films less than the year before. Of the period studied 2016 

is therefore the year with the least films produced. 

  

                                                      
4 The pertinence of such a weighted average is to take into account the position of the country in Europe 
according to the number of films produced in that country. 
5 See annexe material, tables 1 and 2 



1. Geography of Europe according to female film directors: the disparity between the north 

and the south. 

 

 

There is currently no country in Europe in which women represent more than a third of directors 

of films released in cinemas. In fact, all the national averages for the period vary between 5% (Latvia) 

and 30% (Sweden)6, while our previous study showed higher figures (8.3% for Latvia and 32% for 

Norway). This slight decrease can be explained by another year in which not a single film released in 

Latvia was directed by a woman, as well as by lower figures in Norway, which was overtaken by 

Sweden. 

According to these statistics four groups of countries can be established. First of all the “very good 

students” whose percentage of films directed by women surpasses 25% (one in four films). In this 

group is Sweden, Norway, the Netherlands, Austria and Germany. 

In the following group of “good students”, with more than 20% of films directed by women during 

the period studied, and therefore slightly above European average with one in five films directed by a 

woman, are Switzerland, Hungary, France, the Czech Republic, Finland and Slovakia. 

Then comes a third group made up of 11 countries where the percentage of films directed by a 

woman varies between 15% and 20%, and is less than the European average. This group includes 

Poland, Belgium, Estonia, Croatia, Ireland, Romania, Luxembourg, Slovenia, Russia, Lithuania and 

Bulgaria. 

                                                      
6 See annexe material, table 2 
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Finally there is a last group of countries where the percentage of films directed by a woman is less 

than 15%. These countries are Spain, Greece, Portugal, the UK, Turkey, Italy and Latvia. 

This classification is similar to what we revealed in the report published in 2016, but it is worth 

noting that three countries have gone down a group (Hungary, Luxembourg and Greece) while Croatia 

and Bulgaria, which were in the last group, went up in the ranking.  

This first, general impression of the situation allows us to show a map of Europe geographically 

divided, primarily between the north (Norway, Sweden) and central Europe (the Netherlands, 

Germany, Austria) with higher percentages of female filmmakers; eastern Europe (Russia, Estonia, 

Lithuania, Poland, Rumania, Bulgaria, Croatia, Slovenia) in the middle; and finally southern Europe 

(Spain, Portugal, Italy, Greece, Turkey), with lower percentages. 

 

Figure 1 Map of Europe showing percentages of film directed by women, produced between 2012 - 2016 

 

Some countries show themselves to be interesting anomalies, the UK for example, which, although 

it is situated in the north and west Europe, scores a very low average. 

We will now examine the countries on a case-by-case basis in order to better understand these 

phenomena. 

  



2. Focus on countries with a significant film industry and regular results 

In order to ensure conclusive trends we focus in this study on countries with a significant film 

production, that is, more than 10 films released per year. For this reason statistics concerning the Baltic 

countries (Latvia, Estonia, Lithuania), and Luxembourg, must be considered in this light. 

 

Number of 
released films in 
2012-2016 

Percentage of the 
national film 
production in Europe  Country 

Standard deviation of the 
national film productions 
between 2012 and 2016 

Latvia 18 0,2%  Luxembourg 17,6% 

Luxembourg 27 0,4%  Hungary 17,4% 

Estonia 32 0,4%  Lithuania 14,4% 

Lithuania 40 0,5%  Slovakia 14,4% 

Slovenia 55 0,7%  Estonia 13,5% 

Hungary 58 0,8%  Croatia 12,0% 

Bulgaria 69 0,9%  Latvia 11,2% 

Slovakia 71 0,9%  Greece 10,2% 

Croatia 73 1,0%  Bulgaria 9,7% 

Greece 93 1,2%  Sweden 8,5% 

Ireland 94 1,2%  Netherlands 8,2% 

Portugal 101 1,3%  Poland 8,0% 

Rumania 122 1,6%  Austria 6,8% 

Norway 128 1,7%  Czech Rep. 6,7% 

Denmark 159 2,1%  Belgium 6,4% 

Belgium 162 2,1%  Rumania 5,8% 

Finland 171 2,2%  Finland 5,7% 

Austria 195 2,6%  Norway 5,0% 

Poland 200 2,6%  Portugal 4,9% 

Netherlands 207 2,7%  Spain 4,5% 

Czech Rep. 226 3,0%  Slovenia 4,2% 

Sweden 228 3,0%  Ireland 3,7% 

Switzerland 322 4,2%  Germany 3,5% 

Russia 431 5,7%  Switzerland 3,3% 

Spain 501 6,6%  France 3,2% 

Turkey 511 6,7%  Denmark 2,9% 

Italy 591 7,8%  Italy 2,6% 

UK 610 8,0%  UK 2,6% 

Germany 821 10,8%  Russia 2,4% 

France 1294 17,0%  Turkey 1,9% 

European total 7610 100%  European average 7,4% 
 

In the left-hand table we can see how five countries represent more than half the film production 

in Europe. They are France, Germany, the UK, Italy and Turkey. We will therefore pay particular 

attention to these countries as they significantly influence the statistics of European filmmaking. 



In the same way we will take into account the stability of the results and the percentage of films 

directed by women from one year to the next. We can understand this figure concerning the standard 

deviation of each country. (The smaller the standard deviation, the more stable the figures for a given 

period). It is also important to look closely at the figures from Luxembourg (40% of films directed by 

women in 2013; 0% in 2015 and 2016), and from the Baltic States, Hungary, Slovakia, Croatia and 

Greece. 

 

These irregularities explain why these countries oscillate between showing extremely high or 

extremely low scores. On several occasions the number of women film directors has been very high in 

countries that don’t present particularly good regular averages, making up more than a third of 

directors who produced a film during the year (Lithuania and Estonia in 2012, Luxembourg and Slovakia 

in 2013, Croatia in 2016). On the other hand, in some countries denoted as “good students” the 

proportion of female film directors surpasses the one-third benchmark more regularly (the 

Netherlands in 2014 and 2016, Norway in 2013 and 2015, Sweden in 2015 and 2016). 

It has also occurred that these proportions fall to zero on several occasions (in Bulgaria, Latvia, 

Lithuania, Luxembourg, Greece, and most surprisingly of all, in 2016 in Hungary and Slovakia despite 

their leading positions in the proportion of films directed by women as measured throughout the 

period). 

There are clear similarities between the two tables on national film production and the standard 

deviation. Those countries with a large production output tend to have more stable figures concerning 

the proportions of films directed by women from one year to the next. This is the case with France, 

Germany, the UK, Italy, Turkey and Russia. In parallel, countries with a small production output show 

great instability in their figures (Luxembourg, the Baltic states, Hungary).  

Concerning these figures, we will later address each national case and their evolution over the 

period studied.  
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3. National variations and developments 

Aside from the general classification that we’ve observed in a first instance, it is worth looking in 

greater detail at some cases, at their averages and, more importantly, at their long-term development 

and at any changes since last year7. 

There are, among those countries we have called “the good students”, two particularly noteworthy 

cases. 

First of all Sweden which becomes, with 30% of films directed by women, the country with the 

highest average at the time of writing, while it was in second place in 2016. Sweden shows a significant 

and stable increase in the percentage of films directed by women, and becomes the leading country in 

this. 

 

 

In 2016, with 38% of films released in cinemas directed by a woman, there were more films 

directed by women in Sweden than in any other European country, at any point in the period of the 

study (except in Luxembourg in 2013, but there was a very limited production output there). 

Norway, which had the highest average across the period of the study last year, fell to second place 

(with an average of 29% across the period studied). We were surprised to note a decrease of 11.6 

points in the proportion of female directors between 2015 and 2016. In 2016 Norway was only 13th in 

the ranking of countries with the highest proportions of women directors. 

Even more surprising is the decrease of women film directors in two countries which that 

previously scored well in the ranking: Hungary and Slovakia. These countries (which had had excellent 

results in 2013), along with Greece, showed zero films directed by women in 2016. 

                                                      
7 See annexe material, table 3 
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And, conversely, we noted a more positive development in two large countries which had 

previously not scored well in the rankings. 

 

 

 

The UK is a particularly interesting country, which has been an exception among the countries of 

the north-west of Europe. In 2016 the UK surpassed, for the first time, the figure of 15% of films 

directed by women. In Italy, even if women are still underrepresented the trend suggests an 

improvement in the situation. 

On the other hand, Turkey, which was one of the countries which had a large film production 

output and a low proportion of female film directors, has shown no particular signs of improvement. 

In 2016 9.2% of the films released in cinemas were directed by women, compared to 13% in 2015. 
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The case of France 

 

Placed among the “good students” in the rankings, with an average of 23.8% of feature films being 

directed by women over the whole period of the study, we noticed that this proportion has 

decreased by 5 points between the first year of the study and the last two years. This trend is the 

inverse of the global European tendency. It would be interesting to examine these figures in relation 

to the policies adopted or not, in France concerning this subject. 

 

We can identify trends in each country. In several countries the figures vary too much from one 

year to the next to enable us to define real directions of the tendencies. This is notably due to the fact 

that the period of the study is relatively short (5 years). In order to better understand the social 

developments (which take longer to have an effect) we decided to study these figures in relation to 

the generations. 
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B) An increasing number of women directing 
 

After this initial static approach, we wanted to adopt a more dynamic process of analysis. As we 

explained above, we began with the hypothesis that the European film industry was becoming 

increasingly feminised, meaning that more women were directing a first film.  

In order to understand these possible social and cultural developments we examined the direction 

of films in relation to the generation8 of the directors. Relating the generation of the directors with 

their gender allowed us question the process of renewal of the profession. The idea is that the film 

industry is a young industry and renews itself when the figure is low (the directors have completed few 

films over the course of their career), and is older, with more established directors when the figure is 

high (the directors have completed numerous films over the course of their career). 

If we define generations 1 and 2 as “young” and generation 3 as “old” it is because we’ve noted 

that the move from the second to the third feature film is difficult for many directors. We calculated 

the median generation of films released in 2016 as 2, meaning that in 2016 there was the same number 

of directors who released less than two films during their career than had released more than two9. 

 

 

  

                                                      
8 In this study the generation corresponds to the number of films that a directors has made up to their last 
cinema release. 
9 See annexe material, table 4 



1. A difference between an established, male cinema and a young, female cinema 

 

In the first instance we noted the generation of every director who released at least one film over 

the period 2012 – 2016. We then calculated the average generation of directors in each country so as 

to ascertain the different situations in the film industries of each European country. 

 

 

The European average indicates that directors have released an average of 3.53 films over the 

course of their careers. We can distinguish three groups of countries: 

- The old cinema in which the directors active over the period 2012 – 2016 have released an 

average of more than four films over the course of their career. These countries include Italy, 

Portugal, the Netherlands, Denmark, Finland and the Czech Republic.  

- The young cinema where the directors have released an average of between two and three films 

over the course of their career: Latvia, Bulgaria, Belgium, Slovakia, Ireland, Norway, Slovenia. 

- Finally, the third group of seventeen countries in which the directors have released between 

three and four films to date over the course of their career. France is part of this last group.   

Laying these figures over those of the proportion of films directed by women in each country there 

are some interesting cases that catch our attention. Italy, for example, shows the lowest proportion of 

female film directors in Europe (apart from Latvia), but is also the oldest cinema in terms of our 

definition. In Portugal the figures are similar but slightly lower, with an average of 13.1% of films 

directed by women and with women film directors releasing 4.6 films over the course of their career. 

In parallel some countries with a better proportion of women directors have a young cinema (or 

at last younger than the European average). This is the case with Sweden, Norway and Austria. In these 

countries more than a quarter of films are directed by women, while the directors of both genders 

have released less than 3.5 films over the course of their career. 
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Nevertheless, these comparisons are not enough to validate our hypothesis that there is a link 

between the renewal of the directors in a given country and the emergence or not of a generation of 

female film directors in the country in question. 

We also separated figures for men and women. We calculated for each country the average 

number of films directed by female filmmakers and male filmmakers, thereby obtaining the not-

insignificant deviations that indicate real generational differences between female and male directors. 

 

We were thus able to observe how, on average, in Europe, women have directed 2.5 films while 

men have directed 3.7 films over the course of their career10. In twenty-two countries men direct on 

average more than 3 films. Inversely, in twenty-two countries women direct less than 3 films11. So in 

Europe the female cinema is on average an entire generation younger than the male industry. In six 

countries (Luxembourg, Portugal, Hungary, Italy, Lithuania and Rumania) it is younger by two 

generations. We note here how Italy is only in the third position, (in our earlier study it showed a more 

significant difference) and has been overtaken by Portugal and Hungary. These countries maintain, 

since earlier study, the three countries with the most significant deviation (if we exclude Luxembourg). 

The only exceptions are Estonia and the Czech Republic where on average women have directed 

one feature film more than men over the course of their career. The figures are also close in Denmark, 

Slovenia and the Netherlands. 

If we examine these figures from a dynamic perspective, for the 2012 – 2016 period we can see 

the trend of a female cinema that is younger than its male counterpart, which is to say that more 

women are beginning their careers as directors and that the renewal to be found in the female cinema 

is more pronounced than in the male. 

                                                      
10 See annexe material, table 5 
11 See annexe material, table 6 
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Indeed the deviation grew between the study that we undertook last year and this updated version 

because between 2012 – 2015 women directed 2.7 films. This can be explained by the decrease in the 

generation of women in 2016: active female film directors in 2016 had, on average, directed 2.3 films 

in their careers. This figure was 2.9 in 2015, 2.5 in 2014, 2.3 in 2013 and 2.5 in 2012. 

Our updated study shows that there are fewer and fewer countries in which the female cinema is 

older than the male one. In 2012 the female cinema was older than the male one in seven countries; 

in 2013 in six countries; in 2014 in four countries; in 2015 in six countries again; and in 2016 in four 

countries. The countries most persistent in this trend are Estonia, the Czech Republic and Denmark 

where each showed a female cinema older than the male one over three years. Nevertheless, as was 

mentioned above, the figures for Estonia have little significance as they are unstable and the film 

industry has a very small output. On the other hand Denmark and the Czech Republic are examples of 

countries where the female film industry is established and where female film directors have 

productive careers (notably in Denmark where the figures are stable year after year). These two 

countries are situated within the group of the “good students” as far as the proportion of female film 

directors is concerned (22.3% and 22.4% respectively).  

We can notice therefore that among the “good students” as well as the less impressive ones, the 

female cinema is still globally younger than the male cinema. Although we can see how the difference 

is smaller among the “good students” (notably Norway, the Netherlands, Germany, Finland and 

Austria) than among the less good (Italy, Portugal, Turkey and Greece). In this case only Sweden is 

exceptional as it shows good averages but a significant difference between male and female film. 

2. Films from the young generation increasingly directed by women 

In this part of the study we turn our attention to the proportion of female film directors directing 

films across all the generations taken together, and then from the young generations. 

We first examined the proportion of films directed by women across the board of films released 

for the young and old generations in each country. To test the hypothesis we ranked, in each country 

and for every year, the films according to their generation and according to the gender of the director.  

The information gave us the following graph: 
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We can therefore note that for the period 2012 – 2016, of all the films released, women were more 

present in the films of generations 1 and 2 than in the films from generations 3 and more. On average, 

21.3% of films from generations 1 and 2 released during this period were directed by women, against 

only 15.8% of films from generations 3 and more12. 

These figures translate into a trend towards feminisation: an increasingly large proportion of films 

from generations 1 and 2 are directed by women, thereby confirming our initial hypothesis. The 

difference between the average proportions of films from the older generations directed by women 

and the average proportion of films from the new generations directed by women is too significant to 

be attributed to chance.  

In twenty-five countries the proportion of women from the young generations is higher than the 

proportion of women in the older generations, ranging from more than 0.3 points (Greece) to 23.4 

points (Lithuania). Among the “good students” this difference is particularly pronounced with a 

difference of 16.3 points in Sweden, 13.2 points in Norway, 12.1 points in Switzerland and 10.4 points 

in Germany. This reveals a significant increase in the participation of women in directing, with women 

directing more and more first and second films, even as they remain underrepresented among the 

more established filmmakers. This difference is weaker among the “less good students”: 1.4 points in 

the UK, 5.9 points in Spain, 6.2 points in Italy and 6.3 points in Portugal. In these countries the films of 

the young generations like those of the old generations are still rarely the work of women.  

In these countries women direct a minimum of 12.5% of first and second films (UK), and a 

maximum of 35.8% (Sweden). On the other hand they haven’t directed more than 23.6% of films of 

generations 3 and more (as is the case in Hungary). 

                                                      
12 See annexe material, table 8 
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If we compare the proportion of first and second films directed by women from one year to the 

next13 we can see that 2015 and 2016 are the years where this proportion is the highest with 23.7% 

and 23.5% respectively of first and second films directed by women. 2015 is therefore the first year 

where this proportion exceeds 23%. 

2016 is a particularly interesting year when compared to the average of the four previous years, 

and it gives us the graph below. In this calculation we excluded the Baltic States, Luxembourg, as well 

as Slovakia, Hungary and Greece, as in these last three countries not a single film directed by a woman 

(from any generation) was released in 2016. 

 

We noted that 2016 was, for thirteen out of the twenty-three countries, a better year. In Slovenia, 

Poland, Croatia, the Netherlands and Belgium the 2016 average was higher by over 10 points than that 

of the four previous years all together. We also noted that in two countries with less than impressive 

scores (UK and Italy) the proportion had increased. On the other hand, for three of the “good students” 

(Switzerland, Sweden and Norway) the difference is either insignificant or slightly negative. 

The case of Sweden is particularly interesting as it is the country with the greatest difference and 

the proportion of films from the young generation directed by women is the highest, resulting from a 

dedicated policy of the promotion of young female cinema. To a lesser extent Norway reveals a similar 

trend. These are the only two countries where more than a third of the films from generations 1 and 

2 are directed by women. 

At the other end of the spectrum, of the twenty-five countries the UK is the only one where the 

proportion of films from generations 1 and 2 directed by women is lower, and where one of the 

differences is least. Nevertheless, taking into consideration these developments over the last five 

years, we have noted the positive tendencies. 

                                                      
13 See annexe material, table 9 
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Figure 2 Proportions of films directed by women in the UK 

 

On the other hand Italy, which had appeared to be one of the countries with the worst results, is 

seeing a growing difference between the participation of female-directed films in the young 

generations as compared to the films of old generations. This would suggest that there is a 

progressively greater representation of women in the Italian film industry. 

In last year’s study this difference was only applicable to twenty-four films. We note therefore that 

in Slovenia the representation of women in the young generations is superior to that in the old 

generations, in contrast to the previous year. But this development is due to the unstable results 

obtained from that country. 

In other countries this deviation remains relatively stable from one year to the next.  

Inversely there are five countries that stand out. In Latvia, Finland, Estonia, Austria and the 

Netherlands the proportion of films by female film directors is higher for films of the generations 3 and 

more, than it is for the young generations. However, we will only consider Finland and Austria, as Latvia 

and Estonia present standard deviations that are too great to allow for meaningful analysis, and the 

deviation in the Netherlands is too small. 

These figures are quite surprising as we noted that these two countries show relatively high 

proportions of female film directors (they are part of the “good students” group of countries). Last 

year’s study had already shown similar figures for these two countries. 

With 17.6% of first and second films directed by women against 26.1% of films from generations 3 

and more, Finland is an anomaly. The country is ranked as 11th among the countries with the highest 

proportions of female film directors across all the generations, but is ranked 20th for the proportion 

female film directors in the young generations. Finnish female film directors have been established for 

several generations and Finland’s good general ranking are not necessarily due to recent renewal. 
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Figure 3 Proportion of films directed by women in Finland 

 

Austria shows a similar situation with a higher proportion of films directed by women from 

generations 3 and more compared to the proportion of films of generations 1 and 2 directed by 

women. However, conversely to the situation in Finland, Austria has an excellent ranking in both cases 

(more than 25% of female film directors each time). This could be a reflection of the situation of a 

country that began a transition process several years ago and that is no longer in a process of renewal. 
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3. Focus on first films 

 

To ensure an even more detailed picture of the different national situations we took a particular 

interest in the films from generation 1 to see which were the countries in which women were the most 

encouraged in directing their first feature film. 

First of all we compared the proportion of female film directors of films from generation 1 with 

the proportion of female film directors of films from all generations. This allowed us to identify which 

were the countries where the female cinema was renewing itself the most. 

 

 

 

We note that both classifications produced similar figures. The proportion of female film directors 

in the first generations remains similar to that of the global proportion of female film directors who 

directed films released in 2012 – 2016 across the generations, in particular in those countries where 

the proportions are lower. However the deviation has a tendency to become more pronounced in the 

following countries: Norway, Bulgaria. Sweden, Russia and Portugal (as well as Luxembourg). In these 

countries the deviation of the proportion is more than 8 points (and the proportion of female film 

directors in the first generations is systematically higher), which means that women are particularly 

encouraged to direct their first feature films. Last year we noted that Ireland was also showing a 

similarly significant deviation. But in this updated report this deviation is no more than 5.1 points. This 

can be explained above all by figures that are too unstable from one year to the next. 
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Figure 4 Proportion of films directed by women in Ireland 

The proportion of films by female film directors among the films from generation 1 is almost always 

more than the average proportion of female film directors. European cinema seems to be on a real 

path to feminisation. 

The only exceptions are Latvia, the Netherlands, the Czech Republic, Estonia, Denmark and the UK: 

Here we find again more or less the same countries in which the proportion of female film directors of 

films in generations 3 or more is higher than the proportion of female film directors of films from 

generations 1 and 2 (notably Latvia, Estonia, the Netherlands). In these countries the female film 

industry renews itself slowly, and the figures are mainly reflective of established female film directors. 

After analysing the differences in the proportion of female directors from generation 1 on the one 

hand and across the generations on the other hand, we focused only on female directors from 

generation 114. 

 

                                                      
14 See annexe material, table 10 
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Here again we find four distinct groups of countries (whose composition is quite similar to that of 

the general ranking). 

First of all we have the “very good students” with more than 25% of films from generation 1 being 

directed by women. Here we find eleven countries, of which four (Norway, Luxembourg, Sweden, 

Germany) where a third of films from generation 1 are directed by women. Then there are the “good 

students”: ten countries where 20 – 25% of first films are directed by women. In this group we find 

above all countries from the north of Europe, even though we can also see that countries from the 

east and the Balkans have a high proportion of female film directors within the young generation 

(Bulgaria, Rumania, Hungary, Russia, Poland, Slovakia, Croatia). 

In the “middling” group (between 15 and 20% of first films directed by women) we have five 

countries, and lastly there is a group of four countries where less than 15% of first films are directed 

by women. Latvia, with 0% of first films directed by women over the entire 5-year period of the study, 

is in last place. But given that its national production output is not significant we are more interested 

in the case of the UK, Italy, and Turkey as countries where female film directors are least encouraged 

to direct their first film. The results of these countries are all the more significant given that the film 

production output of these countries is very high.  

 

Following this assessment we can adopt a new, more dynamic, approach and look at the different 

trends in the proportions of female film directors among the films from generation 115. 

Here we can see positive trends for three countries: the UK, Bulgaria and Belgium. In fact, we have 

observed how over the period of the study, the proportion of first films directed by women has 

consistently risen. 

 

 

                                                      
15 See annexe material, table 10 
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This increase is stable and invites us to investigate, in the second chapter of this report, the 

measures adopted in these countries in order to see whether they are at the root of this change. What 

is even more interesting is that these three countries belong to three different groups of countries (the 

“very good students”, the “good students” and the “bad students”).  

Norway, Sweden and Austria have shown a similar stable increase in the proportion of female film 

directors represented in first films, to the extent that in the first two countries they are at 50-50. 

However, in these three countries, despite the fact that they are “very good students”, the proportion 

decreased in 2016. 

 

 

Finally, we can observe that there are countries where the proportion of female film directors 

represented among films from generation 1 has steadily declined over the period of the study, as is 

the case for Russia and Portugal. 
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The situation in France 

 

In France we can see similar changes concerning the proportion of female film directors represented 

in films from generation 1 and the proportion of female film directors represented across the 

generation. In fact, after a slight increase between 2012 – 2014 we observed a decline in 2015. The 

figures are nevertheless encouraging, they are above average, with in general one in four films from 

generation 1 directed by a woman. 
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C) Generational differences in female cinema: a deviation that increases between 

established female film directors and new female directors 
 
 

In this section of the report we focus on recent trans-generational changes in female cinema. We 

compare the representation of female film directors in each group of generations (young and old) in 

order to ascertain whether there is any change, and if so whether it is positive and could translate into 

a global increase in the proportion of female film directors from one generation to another. 

1. A trans-generational increase in the proportion of female film directors in terms of the 

generational groups 

In this study we have up to now compared the films directed by women according to whether that 

woman belongs to generation 1, 2 or to the generations 3 and more. However, this approach could 

sometimes be limiting in that the generations can not always be compared to each other in terms of 

the total number of films (by men and women) released in cinemas. 

In order to refine the comparison we decided to adapt it to the configuration of every country in 

order to compare the generations by groups of generations with more equal samples in order to verify 

whether there is an important change in the proportion of films directed by women according to the 

segments of comparable generations. 

In some countries first films are more numerous than in other countries. In order to observe a 

change pertinent to the proportion of female film directors over the generations it is necessary to focus 

on groups of generations that have more or less the same number of films directed. 

Take for example Denmark, where in 2016 31 films were released. 10 of these films were first films, 

7 were second films, 5 were third films, 2 were fourth films, 2 were fifth films, 1 was a sixth film, 2 

were ninth films and 2 tenth films. We divided these annual releases into groups of three generations 

with noticeably similar sample sizes (a group of first films, a group of second and third films, and a 

group of fourth or more films). In this way the proportions between the three categories became 

comparable. 

 

 



We applied the same method to every year and to every country, obtaining thereby general 

weighted averages16. 

Depending on the country, the films were divided in two or three groups of generations. The 

groups are not identical from one country to the next, but each time the divisions between groups is 

the same, composed of the young generation (first and sometimes second films) and the old 

generation (generally third, fourth and further films), and sometimes a medium generation (generally 

second and/or third films). It is therefore possible to compare the changes from group to group. 

When we use the word “change” or “development” we are referring to the difference between 

the proportion of films directed by women in the different groups of generations. If the proportion of 

films directed by women is higher in the young generations this means that the change is positive and 

that there is a trans-generational increase in the proportion of female film directors. 

We therefore observed that for the thirty countries studied, twenty-two show a positive average 

development between their two or three groups of generations. This means that in these countries, 

from generation to generation, one can observe a global increase in the proportion of female film 

directors. Last year this could only be said for nineteen countries. 

This increase can be explained by the entry into this group of Austria, France and the Netherlands. 

Last year these countries were considered as showing figures that were increasing but that there 

wasn’t a clear difference between the young and the old generations. This year the deviation began to 

be more pronounced. 

 

 

Among these twenty-two countries we find the same as were in this group in last year’s study, but 

there are differences at the core of the group. 

Last year we divided this group into the countries with unstable results and those countries 

showing a regular increase in the proportion of female film directors from one generation to the next, 

and the countries that showed proportions that more than doubled from one generation to the next. 

                                                      
16 See annexe material, table 11 



In what concerns the countries with unstable results, the following countries have now joined this 

group: Lithuania, Luxembourg and Bulgaria. It must be said however that we have noted a tendency 

towards regularity in the results given by Bulgaria. Since 2012 the proportion of female film directors 

among the young generation has increased regularly, reaching 50% in 2016. 

Those countries showing a regular increase in the proportion of female film directors from one 

generation to the next are the same as last year: Czech Republic, Slovakia, Poland, Belgium, Spain, 

Germany. Portugal is also included while last year it was one of the countries that saw the proportion 

of female filmmakers double from one generation to the next. 

 

 

On the other hand we note the inclusion of two new countries into the group that saw their 

proportion of female film directors double from one generation to the next. These are Norway and 

Romania, joining Switzerland, Italy, Turkey, Sweden and Russia. We could also include Ireland that 

shows proportions for female film directors from the young and medium generations that are almost 

identical, but that has 0% of female film directors in the old generation. 
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Compared to previous graphs we can see how the increase is much more pronounced in the case 

of countries that show the proportion of female film directors doubling from one year to the next. 

In these countries we can see the presence of some “very good students” in terms of the global 

proportion of female film directors in film production: Sweden, Norway and Switzerland. These three 

countries show the best results as concerns the proportion of female film directors across the 

generations and in terms of the trans-generational changes. It is also interesting to note the presence 

of Italy and Turkey which are, in contrast, ranked as among the least impressive countries in this 

respect. 

Apart from these twenty-two countries there are five which show no definitive or enduring trans-

generational development. Like last year we find here Denmark, Greece and the UK. In Denmark the 

proportion of female film directors of films from the young generations and those of the older 

generations is fairly similar (about 25%) and it decreases for the films from between the two groups of 

generations. These figures are however rather unstable from one year to the next. In Greece there is 

a sharp increase in the proportion of women between the old generations (6%) and the medium (22%). 

However, for the films of generation 1 this proportion decreases again, to 17%. In the UK the situation 

is similar, with a change from 10% to 14% in terms of the older and the medium generations, and a 

decline to 12% for generation 1. 

We find similar results in Croatia. Last year this country was ranked among those showing an 

increase in the proportion of female film directors, but with unstable results. It is no surprise to see 

that Croatia is still among the countries showing more unstable figures, but the proportion of female 

film directors of first films has also slightly declined since last year, resulting in its current ranking. 

Finally, Finland has just joined this group of countries. Last year Finland was the only country which 

showed (significant) inverse trends where from one generation to the next we could observe a decline 

in the proportion of female film directors. Now, with an increase in the number of female film directors 

among the first films, surpassing the proportion of female film directors in the medium generations, 

Finland shows a better trans-generational development. 
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Finally there are three countries that show an inverted trend with a higher proportion of female 

film directors in the old generations than the younger generations. These countries are Latvia, Estonia 

and Hungary, countries which, as we established above, have negligible figures. Last year they were 

ranked among the countries with unstable results. The case of Hungary is interesting in that it shows 

a steady decline in the number of women from the young generation, from 50% in 2012 to 0% in 2016. 

 

 

 
  

0%

5%

10%

15%

20%

25%

30%

Old generations Medium generations Young generations

Proportion of films directed by women according 
to generation in Finland

2016 study 2017 study

0%

5%

10%

15%

20%

25%

Old generations Young generations

Proportion of films directed by women according 
to generation

Estonia Latvia Hungary



2. An increasingly significant proportion of films from young generation among the totality 

of films directed by women: the case of 2016 

 

In the preceding section of the report we observed how an increasing number of women are 

directing their first or second films, in comparison to men. However it is interesting to examine how 

these changes concentrating only on the female sample in order to see how the female film directors 

are distributed across the generations (young, medium, old). This will enable us to understand whether 

it is still difficult for the women of the young generation to direct a second or third film. 

In this part of the study we focus on the proportion of women that have directed a first and second 

film, among all the films directed by women (only women), comparing this to the proportion of men 

who have directed a first and second film from the sample of all the films directed by men. 

We obtained the following graphics: 
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From this first graph we can learn how, in 2016, in seventeen countries, more than half the female 

film directors who released a film were directing their first or second film. These countries are: 

Lithuania (100% of female film directors), Slovenia (100%), Belgium (83.3%), Turkey (81.8%), Czech 

Republic (78.6%), Switzerland (78.5%), Russia (69.3%), Norway (66.7%), Ireland (66.7%), Estonia 

(66.7%), Rumania (66.6%), Germany (64.3%), Sweden (62.5%), UK (62.2%), Poland (57.2%), Denmark 

(57.2%), and France (55.6%). In these countries it would appear that women are beginning to equalise 

the situation in terms of directing. In five countries the figure reaches 50%: Croatia, Austria, Spain, 

Netherlands and Portugal. Finally, in three countries female film directors from old generations are 

more numerous than in young generations: Bulgaria, Finland and Italy. 

For male directors we obtained the following graph. 
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As far as the male filmmakers are concerned we note that in eighteen countries more than half 

the male filmmakers releasing a film were directing their first or second film. Two countries show a 50-

50 parity. In nine countries there are more directors in the old generations than in the young. The 

figures are relatively similar to those of female film directors. However, we note that of the directors 

who released a film in 2016 the proportion for whom it is a fourth or further film is distinctly higher 

than for women in the same context.If we compare the figures for each country we obtain the 

following graph. 

 

If we exclude the countries with unstable or negligible results we can, in general, note that women 

from the young generation make up a more significant number among the female directors than the 

men from the young generations among the male directors. This is the case in seventeen countries 

(apart from Lithuania and Estonia). It is particularly noticeable in Norway, Switzerland, Belgium and 

Germany (with more than twenty points difference), as well as in Turkey and Rumania. 

On the other hand Finland and Bulgaria show extremely significant inverse deviations. In these two 

countries the male directors are renewing across the generations while the female directors are those 

that are established. 
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In this first chapter we have observed two types of quantitative information. 

On the one hand we have examined the proportion of female film directors of films released across 

the generations and the development in each country over the five years of the study. This has given 

us a first insight into the distribution of countries according to whether they are better or worse ranked 

in terms of proportions. 

Subsequently we focused on the trans-generational developments in order to see how the 

proportions changed between old and new generations. The ranking of the countries was therefore 

different to the first. 

We will now focus on the measures adopted by the countries before proceeding to associate them 

with the figures in each country (global proportions of female film directors and trans-generational 

developments) in order to obtain a global typology for every country in the study. 

  



II. Cultural policies established in different countries to support 

female film directors 
 

For several years many studies have been undertaken concerning gender equality among directors 

in the European film industry. All arrive at the same conclusion that this is, for the time being, a mainly 

male-dominated profession and that it is time to find a way of making space for female film directors. 

We decided to focus on how the different countries reacted to this fact. 

We examined the measures adopted by different national cinema institutions, which represent 

the official national vision in terms of addressing this problematic. In order to do this we contacted and 

questioned them as to the quantitative results that we had obtained, and then about the measures 

adopted (as well as the results of these measures), or what they were planning to do about the subject. 

 

A) Proactive policies and progressive policies 
 
 

We identified three policy situations depending on the country. We took into account the policies 

that were recently established, even if these had not yet had any effect. 

First of all we focus on those countries that adopted no measures concerning this issue, countries 

mainly located in Eastern Europe. These are Bulgaria, Finland, Greece, Hungary, Czech Republic, 

Rumania, Russia, Slovakia and Turkey. 

Then there are the countries where long-term cultural policies have been established that aim to 

change the fundamental mind-set.  These measures do not have any quantifiable objective, and the 

countries that implement them endeavour, above all, to inform the population and increase awareness 

of the issue. This is the primary strategy of the institutions of the European Union. Sometimes these 

kinds of initiatives that aim to change mind-sets and mentalities are part of a larger programme than 

seeks to encourage a wider diversity, not only equality between men and women. Among these 

countries we find Germany, France, Switzerland, Croatia and Portugal. 

Finally we examine the countries that have implemented proactive policies, generally short-term, 

with quantifiable objectives (quotas, parity). In these situations the countries first implemented 

measures to encourage a change in mentality, and often adopt two-pronged policies that are both 

proactive and softer. Among these countries we find Austria, Belgium, Denmark, Spain, Ireland, Italy, 

Norway, Netherlands, Poland, UK and Sweden. 

 

 

 



 

 

Over the long-term we note a particular structure to the policy implementation. Generally 

measures aiming to change peoples’ mentality precede the more proactive policies. So, in most 

countries we note a growing awareness of the problem, an implementation of soft policies, the 

dissemination of information and the building of awareness, all of which is sometimes followed by an 

initiative to establish support programmes and finally quantifiable obligatory results. 

However, policies of quotas, soft quotas and parity are fiercely debated in many countries. Many 

of the national cinema institutions that we questioned (Croatia, Finland, France, Greece, Portugal) 

clearly stated their refusal to adopt quotas. 

We therefore note in our study that there are some countries that have been concerned about 

this issue for some time, and others that are only just addressing it. 

 

  



B) What kind of policy suits which country? 
 

In light of the information we received from the national institutions of cinema in each country, 

but also from different reports published in the individual countries and by the European Union on this 

matter, we have drawn up the following table showing the policies implements in support of female 

film directors. 

Type of policy 

Concrete measures 

adopted Definitions 

Regulatory 
Quotas 

Setting aside a part (defined in advance) of state film financing for 

projects lead by female film directors 

Parity 

Ensuring that there is gender equality in positions of power in 

selection or financing committees 

Hierarchization 
Soft-quotas 

If two applications are identical in quality the selection committee 

would privilege the one with a female director 

Evaluation 

Implementation of evaluation and selection criteria that reflect the 

degree to which a dossier contributes to diversity 

Encouragement 

Mentoring, coaching, 

network building, 

residences… 

Programmes only aimed at female film directors, with script writing 

workshops, directing workshops, artist’s residences etc. 

Encouragement in 

film schools Activities aiming to encourage girls to consider directing as a career 

Awareness 

building and 

visibility 

internet sites 

Internet sites and social networks that aim to promote the name and 

work of female film directors 

Visibility, festivals, 

recompense 

Activities that aim to promote female film directors in providing 

recompense or particular events dedicated to their work 

Information 

Reports from national 

cinema institutions 

Reports commissioned by national film institutions on this particular 

subject, or taking into account the statistics on gender equality in 

their annual reports 

University research 

Studies, seminars of research departments that investigate the 

situation of female film directors, especially female directors 

Feminist culture 

in the country 
Gender and Equality 

indexes 

Index published by the European Institute in 2015 for gender 

equality. It provides information about the situation for each country 

in terms of gender equality, taking into account the type of 

employment, health, financial recoupment, knowledge, time, power 

and violence. 

None x x 

 

Most of these policies come from propositions established within the frame of the global strategy 

of European institutions. Eurimages, the cultural fund of the Council of Europe, defined an action plan 

in favour of gender equality that refers to the strategy of the Council of Europe for gender equality. 

Eurimages undertakes studies into the matter as well as awareness building, and promoting the work 

of women and supporting partners who work towards this. These are essentially progressive policies. 

The cultural fund also encourages national institutions to do the same. 



1.  Regulatory policies 

In the regulatory policies we have listed quotas, policies that define objectives to be obtained in 

terms of funding awarded to projects of female film directors, but also the national film institutes 

which have managed gender equality among their staff or which aim to do so. 

 

• Quotas and quantifiable objectives in the awarded in state funding 

Sweden is a leading country in regulatory policies on this issue. In 2013 a “Film Agreement” was 

published which defined the objectives of gender equality and decreed that from that year onwards 

the Swedish Film Institute would aim to set aside 50% of production funding for women. In reality this 

means spending 50% of the total sum attributed for the 2013-2015 period to women whether they are 

directors, screenwriters or producers. This objective was met in 2014 but not in 2015. 

The Norwegian Film Institute also announced that it intended to adopt a regulatory policy of 

quotas in order to obtain 50% representation of women among the “talents”. Norway here refers to 

decisions taken in its national parliament that stipulate: “The parliament requests the government to 

implement measures to improve gender equality in Norwegian cinema, and to maintain as an objective 

the proportion of men to women in key posts at no less than 40%”. The Ministry of Culture required 

the Norwegian Film Institute to follow this initiative with the current practice of quotas that establishes 

40% of female film directors among the projects supported at the level of the development and 

production of feature films. The Norwegian Film Institute notes that one of the greatest challenges has 

been to increase the number of women applying for this sort of funding: the proportion is low and it 

is therefore difficult, despite the policy of quotas, to really arrive at a situation of equality. The 

Norwegian Film Institute also awards every year a certain number of “talent subventions”, and a quota 

of 50% has been implemented for this subvention. 

In 2017 new regulations were adopted in Norway. The Norwegian Film Institute introduced quotas 

in the “market criteria scheme” whereas previously they had only existed in the “consultancy criteria 

scheme”. These quotas allowed for a sharp increase in the proportion of female film directors, going 

from 20% in 2016 to 62.5% in 2017. What is more, the Norwegian Film Institute also introduced 

moderated quotas for projects that contribute to great gender equality. 

 

Other countries haven’t implemented official quotas but want to stimulate the applications for 

funding from female film directors and to increase the amount of funding allocated to these projects. 

This is the case in Ireland, which in December 2015 implemented a six-point17 action plan with the 

aim of stimulating the funding applications from women for development and production. The aim is 

to reach, in 3 years, 50% of projects where the director is a woman, and to encourage gender parity in 

all the creative roles. 

                                                      
17 Strategic Plan 2016 – 2020, Irish Film Board, 2016 



The UK has shown a similar intent. In its Diversity Standards programme the British Film Institute 

declared an intention of allocating 50% of public funding to women by 2020. 

Denmark also implemented a plan of action in 2017 with awareness building, evaluation and 

encouragement, with the objective of having a 50-50 gender equality in those applying for funding. 

 

• Parity in evaluation committees, positions of power and staff in film institutes 

Concerning the question of parity we can see that several countries have taken the situation in 

hand. 

Some of the objectives of parity are obligatory. This is the case in Spain where article 40 of the Ley 

del Ciné (Cinema Law; December 28, 2007) requires gender parity within the selection committees: all 

the ICAA funding committees are 50% to 50% men and women. 

In Poland the Polish Film Institute changed the rules of the system of expertise in 2017. From now 

on at least 35% of experts have to be women, and at least one member of the commissions of experts 

(generally composed of three members). When we contacted the Polish Film Institute we were 

informed that of the 87 experts 34 were women, that is 39%. 

 

In other countries we observed a desire to achieve objectives of parity. 

Since 2017 the new decision making committee of the Austrian Film Institute declared its intention 

to achieve parity equality in all its departments, a decision which follows an already-existing gender 

policy in Austria. We noted in last year’s study that Austria was implementing “Gender Budgeting”, 

that is, including a gendered perspective at the level of decision making concerning the funding 

process, in the aim of promoting gender equality. In the film industry this means taking gender into 

account at the moment of forming a commission, and establishing a structure of funding support for 

directing and production. This policy is however not specifically aimed at the film industry as, since 

2008 it has been applied to numerous sectors, starting with the management of the budgets of the 

Federal Assembly. 

In Germany the German Federal Film Funding Act, in vigour since January 1, 2017, also includes a 

paragraph requiring gender equality in all the different bodies of the Federal Filmboard. “Women 

should now duly be taken into consideration at the moment of the nomination of the members of the 

committees”18. However, this “taking into consideration” is not supported by obligatory quantifiable 

objectives. This makes it less a regulatory policy and more a long-term incentivising policy. 

                                                      
18 “Law Governing the Promotion of Film”, Buzer Bundesrecht [on line]. URL : 
https://www.buzer.de/gesetz/3039/a42773.htm  

https://www.buzer.de/gesetz/3039/a42773.htm


Last year we noted a similar stated intention with the German association ProQuote Regie 

(“ProQuote Direction”) which requires that at least 30% of executive roles in media (not only in the 

film industry) be allocated to women. 

In France the CNC tries to ensure parity in its selection committees and film schools, according to 

the law on equality of August 4, 2014 and Decree No. 2015-354 of March 27, 2015 concerning equal 

access for men and women to committees and consultative or deliberative structures attached to the 

Prime Minister, ministers of state or the Banque de France, which imposes a parity rule to the 

designation of the members of these administrative commissions. Even though the only CNC 

commission currently directly affected by this decree is the commission deliberating on the 

classification of works, there are a number of CNC commissions whose members are appointed by the 

president of the CNC and are therefore not subject to the decree of March 27, 2015, but nevertheless 

adhere to a strict gender equality. 

The commission overseeing the “advance on recoupment” funding also practices parity, and 

several key posts are occupied by women. The following are run or presided over by a woman: the 

commission overseeing the “advance on recoupment”, the TV channels France 2 Cinéma and France 3 

Cinéma, la Fémis (school of cinema)... 

In Norway a policy of parity is used in parallel with a policy of quotas. The Norway Film Institute 

aims to build up a large number of women among its managers and conference leaders in order act as 

role models and improve the recruitment of women. 

In Belgium there is no specific policy in place but the film funding commissions of Flanders practice 

parity. We find the same situation in Switzerland. In 2013 and 2014 the percentage of female members 

of the commissions of expertise that evaluated projects fluctuated between 32% at the Zurich 

commission and 60% at the “fiction” commission of the OFC. On average women make up 48% of seats, 

meaning that the commissions are almost equal. 

 

2. Hierarchization policies 

 

• Soft quotas and hierarchical structuring of projects applying for funding 

The Wallon Centre, in Belgium, is a pioneering institute concerning the adoption of hierarchical 

policies as it has implemented a series of soft quotas at the stage of “advance on recoupment” funding. 

The aim is to privilege films directed by women, when the applying projects are of equal quality. There 

is however no particular objective in terms of the proportion of films directed by women. 

In Norway, with the aim of arriving at 50% funding applications coming from women, the Norway 

Film Institute decided to incentivise women to apply for funding through a privileging of their projects, 

which are given priority in the evaluation period. 

 



• Evaluation of projects applying for funding in light of the criteria of gender equality. 

Among the privileging policies we included policies of evaluation that are used in many countries. 

These generally require the directors applying for institutional funding to indicate the distribution of 

key roles, in front and behind the camera, of the projects they are defending. 

In Spain article 25 of the Ley del Ciné states that the commissions that award funding must take 

into consideration, at the moment of their decision making, not only the quality of the project, its 

commercial viability and the financial stability of the production company, but also gender equality 

among the director and screenwriter(s). A decree has just been added to this law that defines the 

proportions of gender distribution of roles that the committees are obliged to take into consideration 

at the moment of their decision making. 

They implemented a first grading scale to deal with automatic support, attributed according to a 

score out of 100 that a film obtains following a certain number of criteria. Among the criteria of “socio-

economic impact” we find the following: female director (1 point), female screenwriter (1 point), 

female executive producer (1 point), further female creatives (0.5 points), female head of department 

(0.5 points), for a total of 4 points out of 100. This shows that the presence of women in key positions 

in a film has a 4% impact on the choice of films funded through automatic support. 

A second grading scale concerned selective funding bodies. While the final decision about the 

awarding of these funds is indeed left to the criteria of a committee that has examined the artistic and 

financial coherence of a project, only those films that have received a certain number of points in this 

grading scale pass the first stage of “natural selection” and are submitted to the committee. This 

grading scale has a total of 71 points, and, using the same points system as the previous grading scale, 

the presence of women in the crew of a film can add up to 4 points, meaning that women in key posts 

have an impact of 5.6% on whether the film passes the first step of evaluation for these selective funds. 

In Italy a similar law governing films, approved at the end of 2016, brought about some changes in 

the awarding of state funding. There is, however, a system of points attributed to projects where the 

creative team is principally composed of women, especially if a female director is attached. In this case 

15 points (maximum) can be awarded to the project. As in Spain there is a grading scale for selective 

funding and a grading scale for automatic support. 

As of January 2017 the Netherlands also implemented a system of selection criteria for funding. 

When a project applies for funding the committee evaluates not only the quality of the project but also 

its potential contribution to diversity, in order to ascertain whether it should qualify for support or not. 

This measure is not applied to gender equality but also more generally to diversity (age, gender, 

culture, disability). 

The situation is similar in the UK where films applying for funding from the British Film Institute 

must apply norms of diversity (in terms of gender, ethnicity, age etc, both in front of the camera, 

behind the camera and in terms of target audience). In practice the directors have to show that their 

project fulfils at least two the three following criteria: opportunities for interns to progress in their 

careers, at least two heads of department from a socially diverse group, and at least 30% of characters 

positively reflecting diversity. 



In the Netherlands and the UK it can be seen how the issue transcends that of gender equality. 

In Ireland, as of September 2017, cumulative funding of up to 100,000 euros can be awarded to 

feature film projects directed by women. 

In Poland the new president of the Polish Film Institute, appointed at the end of 2017, has just 

signed a resolution requiring that projects applying for funding must indicate whether their projects 

pass the Bechdel Test or not. 

In Denmark it was decided to implement measures as of 2018. The film institute is therefore 

currently working to establish an evaluation system that producers will have to fill in to apply for 

funding, and in which they would indicate the gender composition of their teams. 

We also find, a similar original measure adopted in Austria in 2017, the Gender Incentive. If a 

project applying for funding has enough women in certain specific head of department positions 

(production, direction, script, camera, sound...) then a following project is automatically awarded 

30,000 euros development. This measure joins a so-called “Bechtel Test” policy which has been in place 

since 2016. 

 

3. Encouragement policies 

 

• Incentivising women to study directing 

As part of the incentivising policies we see countries that try to encourage young women to enter 

film schools, and in particular to study directing. 

There are no effective policies in this area. Norway seems to be the country most concerned with 

the issue. The Norwegian Film Institute considers that gender equality has to be taken into 

consideration right from the earliest steps of a filmmaker’s career, and it tries to ensure an early 

recruitment of talented young women and men in the subjects studied by future film professionals. 

There is a concerted effort to try to encourage young women to consider a career in directing. 

Other countries, such as Bulgaria, Ireland, Italy and Sweden have also looked into this issue. 

 

• Mentoring programmes 

Among the policies of encouragement we identified above all a system of mentoring programmes, 

of coaching, training, networking that aim to accompany female film directors in their projects. These 

are, for the most part non-governmental programmes. 

There is, for example, the Swedish mentoring programme “Moviement”, set up in 2012, that aims 

to support female film directors at the start of their careers. 



In Belgium and France there is a coaching / mentoring scheme developed by the producer Diana 

Elbaum, that aims to accelerate the development of film projects directed by women. Called Boost 

Camp, it accompanies female film directors through the writing, the direction and the production of 

their feature film projects. It takes place over 3 weeks during the year. 

In Austria the Austrian Film Institute established an initiative called ProPro (Producer’s Programme 

for Women), a mentoring scheme for female producers that aims to strengthen the position of women 

in the film industry. The programme takes place every two years. This week-long workshop is aimed at 

helping women develop their projects through a workshop residence and through individual coaching. 

Even though this programme is for producers and not directors, it feeds into a growing awareness of 

the position of women in the global film industry, and can potentially have a more generalised impact. 

Ireland has a number of mentoring schemes. The association Screen Training Ireland, attached to 

the Irish Film Board, set up a series of initiatives that accompany women in the development of their 

film career. For example, in 2016, a female director and a female screenwriter received a specific 

financing that enabled them to participate in the mentoring scheme Guiding Lights. In the same way 

the IFB, in partnership with the Irish agency Enterprise Ireland, wanted to establish a hot-housing 

scheme for creative female talent in order to then redirect this talent pool towards opportunities 

proposed by the agency. Then, in 2017, the IFB launched a new small budget production programme 

tailored exclusively to female directors: after made-to-measure workshops, mentoring and training 

the selected talents would have the opportunity to apply for funding of up to 400,000 euros for a 

feature film, entirely supported by the IFB. 

In terms of networking programmes we can point to a Norwegian intern training scheme which 

aims to reinforce the professional networks of young women. 

In France the association “le Deuxième Regard” (“The Second Gaze”) and the Lab “Femmes de 

Cinéma” also focus on networking and the investigation of ideas in order to change mentalities. 

 

4. Awareness building policies 

 

There are several different kinds of policy that aim at awareness building: some are directed at the 

potential audience, and others directed at film industry professionals. 

 

• Internet sites 

There are internet sites that aim to increase the public visibility of the name and work of female 

directors. In the first instance is the European Women’s Audiovisual Network which has the objective 

of promoting gender equality among professionals in the audiovisual industry and to create important 

professional communities within this industry. 



The site “Nordic Women in Films”, created by the Swedish Film Institute in 2016 aims to increase 

the visibility of female professionals in the film industry. The SFI engages itself to ensure a constant 

updating of the information collated on the site. 

In Austria there is the site “Gender in Equality” which collects and edits information, making 

available statistics about the funding requested and attributed to female film directors (according to 

gender, therefore), an annual report on films directed by women, produced and released in cinemas, 

a link to numerous national or international studies published on the subject, as well as a page 

dedicated to the films of emerging female directors. 

There are several web sites that deal specifically with the issue but aren’t attached to film 

institutes. This is the case with the Spanish site CIMA, an association of female film directors, which 

publishes almost on a daily basis information about the subject. The Bulgarian site “Women Film 

Directors in the Bulgarian Cinema”, created by the director Adela Peeva is also active. In Belgium is the 

site “Elles Tournent” (“They’re Filming”) which promotes the work of women in the art world, with an 

emphasis on the audiovisual sector. 

In Croatia the policy of awareness building is illustrated by the publication of two pamphlets called 

“Cinderellas, Queens and Godmothers” that focus on the wealth of female talent in the film industry 

(directors, producers, etc.) 

 

• Awareness building activities during festivals 

There are numerous awareness building activities undertaken during festivals. 

In Austria, the writing competition “If she can see it, she can be it” was established in 2017, 

focusing on strong female characters. 

A Danish festival tries to invert the roles in some scenes (men taking women’s roles, and vice versa) 

in order to highlight the stereotypes that women are confronted with in scripts. This measure is joined 

with a focus on the experience of the audience in the cinema and audience reaction to these changes. 

 

• Awareness building among film industry professionals 

As far as awareness building among industry professionals is concerned, we have noted several 

different kinds of action. 

In Denmark an awareness building policy will be implemented next year focusing on the members 

of committees that award funds. The policy will include workshops which aim to make people aware 

of gender inequality. In parallel a report will be published aimed at screenwriters to give advice on how 

to combat gender stereotypes in the development of characters in scripts. There is a similar measure 

in Switzerland where the national film agency decided to develop advice concerning gender for the 

committees of experts that award funding. 



In Ireland the six-point plan is particularly interested in creating a dialogue between female talent 

and possible partners (unions, production companies). Spain has a similar initiative with the 

organisation of meetings between professionals from the film industry and conferences on the subject. 

In Poland female film directors took on in the issue in debates on the place of women in film. In 2015 

five debates open to the public were organised during the following film festivals: Polish Film Debuts 

in Koszalin 2015, Script Fiesta in Warsaw 2015, OFF Camera Krakow 2015, and the Gdynia Film Festival 

2016, 2017. These debates lead the Polish Film Institute to ensure a percentage of women on the 

committees of experts that award funding to projects. 

In the UK the British Film Institute requested its partners (Film London, Creative Scotland, Northern 

Ireland Screen, Cymru Wales etc.) to invest in diversity and participate in initiatives that ensure a 

diversification of the film industry. 

In Sweden the Swedish Film Institute has decided to hold an annual awareness building seminar 

with teachers in order to reach out to young people. 

 

5. Information policies 

 

• Reports from National Film Institutes 

Most national film institutes publish annual reports on the production and financing of films 

(usually called “Facts and Figures”), taking into account the gender dimensions. This is the case in 

Belgium, Croatia, Denmark, Finland (since 2016), Ireland, Italy, Norway, the Netherlands, Poland (from 

2018 onwards), and Sweden (which will publish a report collating information from the year 2000 to 

the present day. 

We have noted how, in many countries, the first reports that were published concerning this issue 

were done in collaboration with the EWA for a report focusing on female film directors in the European 

film industry. This is the case with Germany, Austrian, Croatia, France, Italy, the UK, and Sweden19. It 

is also the case for Slovakia, but in this country only one report was published and there was no follow-

up publication. 

In the UK the directors’ union “Directors UK” commissioned a study about the proportion of 

women among directors. They also asked for half of public funding to be allocated to films directed by 

women from now to the year 2020. They also want films to respond to certain criteria of diversity 

(including gender) before they can be allocated government funding. 

There are similar initiatives in Switzerland where the association ARF/FDS, a collective of Swiss 

filmmakers, published a 2015 report on the issue. In this study they highlighted the fact that female 

screenwriters, directors and producers are allocated less funding than their male counterparts 

                                                      
19 Research, EWA network [on line]. URL : http://www.ewawomen.com/en/research-.html 

http://www.ewawomen.com/en/research-.html


whatever the supporting institution. What’s more, the proportion of women diminishes from the 

number applying (31%) to those receiving support (28%) and the sum of funding, if obtained (22%). 

In some countries the national film institutes have been tasked with undertaking more advanced 

studies into the situation of women in the film industry. These are often studies focused over longer 

periods of time. 

In France two reports on “the place of women in the film and audiovisual industry” were 

commissioned by the CNC in 2014 and 201720. These very complete reports give information for 

example about salary differences between male and female directors. They are however ad hoc studies 

that will not be repeated annually. 

In Portugal there are no annual reports into the question but a fairly advanced study was produced 

that focused on the changes of the situation of female directors and women in the film industry 

between the years 2003 – 2013. 

In Sweden the aim is to publish an annual report as a qualitative study on the kind of films that 

women have the opportunity to work (budget, type of production etc.) 

The Norwegian Film Institute aims to evaluate the results of measures adopted over a longer-term 

period in 2020, for which it will collaborate, for this issue, with other institutions from the film industry 

at a regional, national and international level. 

 

• University investigation 

Sometimes, in addition to these statistical reports, the national film institutes join up with 

university departments to undertake more advanced investigation into the distribution of gender in 

the film industry, especially behind the camera. 

This is the case in Austria which marries two policies of information. On the one hand in the 

Austrian Film Institute provides information on its site “Gender in Equality” and will soon publish a first 

report into gender in Austrian film, and on the other hand, at a university-level, the Sociology 

Department at the University of Vienna is starting to collate and analyse statistics about the division 

of gender in the national film industry over the 2012 – 2016 period. 

Denmark is also starting to implement this type of policy. A research project was begun and the 

report will be published in early 2018. This study, whose area of focus is in part defined by Danish male 

and female directors, investigates the obstacles that women face during film studies (to diploma level). 

Interviews will be undertaken in Danish film schools uniquely with students in the directing 

department, so as to be able to compare the experiences of male and female students. 

In Germany the German Federal Filmboard doesn’t publish an annual report with information 

concerning gender divisions between the films funded and whether their directors are male or female. 

On the other hand, the institute commissioned a study into the subject at the University of Rostock, 

                                                      
20 Publications, CNC [on line]. URL : http://www.cnc.fr/web/fr/publications/-/ressources/11213347 

http://www.cnc.fr/web/fr/publications/-/ressources/11213347


published in 201521. This study, as well as providing statistical information, proposes measures that 

can be adopted to overcome inequality (awareness building campaigns, monitoring). 

Spain undertook a similar study in 2007 into women in the film industry, coordinated by the 

sociologist Fatima Arranz and directed by the Universidad Complutense in Madrid. 

 

6. Gender equality in national cultures 

Although this isn’t directly linked to policy we decided that it would be interesting to include in our 

study information about culture of feminism in the various countries of the study, using the European 

index on gender equality for the given period, in order to bring a more long-term perspective to the 

question.  

With the statistics of the 2015 Gender Equality Index we arrived at the following graph: 

 

 

 

The higher the index, the more a country shows an awareness of the issue of gender equality. So 

it can be seen that Sweden remains at the top of the ranking for these questions, confirming statistics 

that we have up to this point. Central and Western European countries are more invested in the issue, 

which also follows our finding, apart from what we know about Italy and the UK. It can be seen how 

the index decreases for countries from Eastern Europe. 

  

                                                      
21 “Who produces German films ? Gender Report : 2009-2013 “, Institute for Media research, February 2015. 



III. Typology of countries 
 
 

We defined typology of countries according to two main criteria: 

- The implementation of policy: we classified the countries according to the actions undertaken or 

not by their national film institutes concerning the issue, whether they had taken the problem 

seriously, and what type of measures they were adopting (proactive or progressive). 

- The figures showing the proportion of female film directors: on the one hand we divided the 

countries into whether their national average of female film directors places them above or below 

the European average, and on the other hand we considered the trans-generational issue of the 

proportion of female film directors. 

The updating of the study will allow us to see on the one hand which countries have changed or 

extended their policies since last year, and on the other hand which are the countries that have the 

most influence over other countries in these matters. This specificity of approach allows us to begin 

evaluating which policies have an effect. 

 

A) Countries with statistics that are too unstable 
 

As mentioned earlier in this study, some countries have a national film production output that is 

too limited or too unstable to give significant or relevant results. This is the case in Estonia, Latvia, 

Lithuania, Luxembourg and Slovenia. In these countries change is haphazard, as is shown by the large 

and random standard deviations in the statistics from one year to the next. We therefore decided not 

to investigate these countries about their policies as the information cannot be analysed to any serious 

degree. 

 

B) Countries with proactive policies and important results 
 

The countries in this category can be considered as the “very good students”: they have faced up 

to the problem of gender inequality among male and female directors with incisive and extensive 

measures that have ambitious objectives. These are the countries where we can see the policies 

bearing fruit, as there is a relatively higher proportion of female film directors active in the industry 

and there are significant trans-generational developments. In this category we can place three 

countries: Sweden Norway and Switzerland, all countries from the north and west of Europe. 

Sweden 

With its 2016 statistics Sweden becomes the country with the best results concerning the 

proportion of female film directors (an average of 38% in 2016), the greatest trans-generational change 



(a deviation of 16.3 points between the proportion of female directors in old generations and young 

generations), and as far as the policies implemented are concerned. 

Since 2012 Sweden has implemented several action plans that reveal a real change of attitude on 

the question. “Towards a Gender Equal Film production” of 2012, the “Film Agreement” of 2013 and 

the 2016 implementation of a plan of action at the Cannes Film Festival that runs until 2020. The 

Swedish policies are numerous and global, encompassing financing, encouragement, awareness 

building and information. As well as undertaking short-term policies the SFI intends to deal with the 

issue in a long-term manner by addressing the issue with film students and the problem of fewer 

female students considering directing than male students. The institute is also undertaking a 

retrospective study into the development of the proportion of female film directors active since the 

year 2000. 

These positive results are also thanks to an investment in the question of gender equality that has 

for a long time been part of the debate in the society, and a culture that accepted the quotas that are 

still resisted in many countries. 

 

Figure 5 Swedish Film Institute - Gender statistices for Les Arcs European Film Festival 

 

Norway 

Along with Sweden, Norway has one of the most comprehensive series of policies. An action plan 

for gender equality in Norwegian film was implemented and is regularly updated. The aim of the 

Norwegian Film Institute is to create stable and lasting gender equality in the Norwegian film industry, 

collaborating to this end with the industry and educational establishments. The institute is 

implementing short-term and long-term measures, using three major paths of proactive policy: the 

recruitment of female talent, the hiving-off of funds for female directors (in parallel encouraging more 

women to apply for them), and the implementation of moderate quotas. In long-term policies the 

institute is investing in policies of information and awareness building. 



This dual-focus policy translates into very positive results in terms of global proportions of female 

film directors and trans-generational development. Last year Norway was the country with the highest 

proportion of female directors, but has, this year, been taken over by Sweden. On the other hand, our 

current study shows that Norway is still the country where the number of female film directors from 

generation 1 is the highest (40%) 

 

Switzerland 

Switzerland seems to have been late in accepting a need to do something for its female film 

directors. The first study into the matter was commissioned in 2015, which revealed the numerous 

obstacles (in terms of projects applying for funding, and the funding allocated), and the agency for the 

promotion of Swiss film has since committed itself to adopting several measures to ensure greater 

cultural diversity. This includes systematic global, annual and long-term research and analysis into the 

figures of financial support in relation to gender, as well as to developing mechanisms for increased 

equality in Swiss film with the help of national and international specialists, as well as the promotion 

of films directed by women. Waiting for these measures to be implemented, the country shows 

positive averages concerning the global proportion of female directors (it is ranked 6th) and trans-

generational change (the proportion of female directors doubles from the old generation to the 

young). 

Norway, Sweden and Switzerland show that there are various different types of policies, measures 

and objectives that can be used to improve the situation in terms of gender equality in the European 

film industry. We have noted however, that the best results are from Norway and Sweden, which are 

currently the only countries to have adopted a policy of hard quotas. 

 

C) Countries with a positive cultural impact 
 

Two countries that can be counted among the “good students” as they present proportions of 

films directed by women generally above average and show positive development over the 

generations, without the implementation of particular policies or proactive concerning the issue: 

Germany and France. 

 

Germany 

Last year no single policy was implemented concerning this matter, but during 2017 Germany 

began an awareness building policy that took into account gender equality in the nomination of the 

members to the German Federal Filmboard and commissioned an academic investigation into gender 

and film production. However Germany has implemented no hard quotas or privileging systems for 

the moment. 



Ranked among the countries with a good cultural impact, Germany is one of the four top countries 

concerning the proportion of female directors across the generations, with more than one in four films 

directed by a woman. Concerning trans-generational developments, Germany also shows good results, 

and is ranked the fourth country for women who directed films from generation 1. Of the women 

directors who released a film in 2016 62% were directing their first or second film. 

 

France 

The Centre National du Cinéma et de l’Image Animée (CNC) explained that there is no particular 

funding or promotion policy. No quotas are in place concerning public funding and projects are judged 

solely on their quality. Despite this we have been able to note a decent situation in terms of gender 

equality at the CNC with parity in several committees and the presence of women in key posts. There 

are also two studies on the position of women in the film industry. 

France is among the “good students” in terms of the proportion of female film directors in general 

(23.8%), although this figure has declined in the last two years, from 26% during the first years of the 

study to 20% in 2015. We note a similar trend among the films from generations 1 and 2 with good 

proportions in 2012 – 2014 (about 29%) and a decline in 2015 – 2016 (about 24%). We can state that, 

considering its significant film production (the most prolific in Europe, thereby weighing on the 

European average), and with its figures that are in general above the European average, France 

remains one of the countries with a positive cultural impact. However, the lack of proactive policies 

seems to be resulting in a decline in the proportions of female directors across the different 

generations which should lead one to question the position of France as a country of general positive 

cultural impact. 

So it can be assumed that France’s good ranking can be attributed not to a series of policies but to 

a cultural context that is relatively positive for female emancipation and professional development. 

When we speak of impact it is also in terms of the significant film production output from France and 

Germany. 

 

D) Countries with stable development 
 

In contrast with the previous category, here we find countries that have a national average less 

than the European one but which, thanks to well established policies in the last few years shown a 

significant improvement. In this category are Belgium, Spain, Ireland, and this year Poland. 

 

Belgium 

In Belgium, Wallonia implemented active policies (soft quotas, coaching schemes, relationship 

schemes) that reveal a desire to get to grips with the problem. As well as the actions undertaken by 



the national film institution we can also see a powerful mobilisation on the part of the female film 

directors themselves. In 2017 125 Belgian female directors demanded active policies such as changes 

to the criteria for the allocation of funding.  

On the contrary, Flanders did not implement any proactive policy (no quotas) or any awareness 

campaign yet, but the Film institute of Flanders tries to reach parity in its selection committees, what 

influences a lot the process of selection (there is an awareness building on the topic, particularly 

regarding the awarding of the feminine roles). The Flanders audiovisual fund explained us, as we 

contacted it for the study, that 2016 was a relatively “poor” year in terms of feature films directed by 

Fleming women. However, women are more present in the direction of documentaries. 

To conclude the case of Belgium, we can see that these policies seem to be bearing fruit as this 

country is globally showing an increase in the proportion of female film directors. Ranked 16th last year 

it is now in 14th place. In 2016, Wallonia attained its highest proportion of female film directors of the 

entire period of the study. In parallel Belgium is showing positive trans-generational change: over the 

five years of the study we can see a stable increase in the proportion of female directors of films in 

generation 1. 

 

Spain 

The situation is Spain has remained stable since last year, notably in terms of the global proportion 

of female directors. The country is ranked at 24th, below the European average, but nevertheless 

showing a positive trans-generational development. The proportion of female directors in the young 

generations and in particular in generation 1 is higher than in the older generations. The difference 

isn’t great, which suggests that the country is on the path of positive but slow change. 

This is due to the proactive policies implements in Spain over the last ten years. Spain was an early 

adopter of gender issue measures as the ICAA (Instituto de Cinematografía y de las Artes 

Audiovisuales) pointed out to us, and the initial measures (an academic study of the question, and the 

creation of the CIMA web site) and the law concerning the film industry were passed in 2007 and 2008. 

But there have been very few new measures adopted since then. 

 

Ireland 

Ireland has one of the most active development and implementation of policies in this issue, 

especially since 2016. Our earlier study already examined the six-point action plan that the Irish Film 

Board had decided to embark upon in December 2015, with a view to 2020. This plan begun following 

a public proclamation made by Dr Annie Doona about the underrepresentation of women in Irish film. 

The six points of the action plan cover various fields of policy: information, funding, training and 

mentoring, as well as education, to achieve all of which the IFB worked with a large number of different 

partners. 



In 2017 we noted that the IFB continued and even intensified this policy direction with new 

measures, especially of mentoring and the setting aside of funding. At the same time the question of 

women in the film industry is increasingly discussed with, notably, the creation of a sub-committee on 

gender equality and diversity and the creation of a new team at the heart of the department of film 

development and production that looks for way to improve male-female parity in line with the 

agreement on funding. 

It is still difficult to see the results of these policies as their implementation is so recent. Ireland 

shows a proportion of female directors marginally inferior to the European average but we cannot yet 

see any precise trend as, from year to year, this proportion varies between 14.3% and 22.5%, given 

also that the Irish film production output is not high (less than twenty films produced per year). On the 

other hand we can see how female cinema in Ireland is young as, over the whole period of the study, 

not a single film from generations 4 or more directed by a woman was released in cinemas. 

 

Poland 

Over the last two years Poland has shown a significant increase in the presence of women in the 

national film industry, both in terms of the actual statistics and in the policies. Having been one of the 

countries “in cultural progression” it has, with its policies, become one of “stable progression”. 

Poland is now ranked 13th in terms of the proportion of female directors while in the previous 

study it was ranked 22nd. In 2016 there was an important increase in this proportion which is now 

31.8%. This is the largest increase between 2015 and 2016 of any country, but it is necessary to look 

at this increase in a longer-term context to ascertain whether it is circumstantial or indeed more 

permanent. Poland also shows an impressive trans-generational development as the proportion of 

female directors went from 14.7% in the old generations to 22.7% in the young generation. In 2016 

nearly one in two generation 1 films released in cinemas was directed by a woman. Poland hadn’t 

implemented any policies until 2015 when a growing awareness of the issue prompted a reaction. 

Groups of militant women from the film industry and female directors mobilised themselves in order 

to encourage change. Two notable groups are the Polish Female Filmmakers Association created in 

2014 which brings together young female directors and organises debates around the issue, and 

Women of Film, an informal group of female film directors (present mainly on Facebook) active since 

September 2017. The efforts of these two groups pushed the Polish Film Institute to impose parity 

objectives in the committees of experts in 2017. 

Again, it is difficult to compare the measures adopted in Belgium, Spain, Ireland and Poland. The 

Spanish policies are more linked to law, are more restricted and concern the procedures of the 

allocation of funds. The Irish policies are more focused on training and awareness building, aiming at 

a profound change of cultural perception. In Poland the policies are focused on questions of parity. 

These policies all seem, for the moment, to be having a positive effect, and would therefore appear to 

be interesting mechanisms to study. 

 

 



E) Countries undergoing cultural change 
 

There is a further category of countries where the global averages in terms of the proportion of 

films directed by women is less than the European average but where we can see a real trans-

generational progression, despite the fact that there are no clear policies that favour female directors. 

These countries are: Italy, Portugal, Rumania, Russia and Turkey. This year we can also add to this 

category Bulgaria, Croatia, Denmark and the UK. 

 

Bulgaria 

Last year Bulgaria was classified among those countries with results that are too unstable to 

analyse. This year, with a standard deviation of 9.7% we can say that while the results remain 

inherently unstable they are beginning to stabilise from year to year. What is more, the developments 

in Bulgaria are worth mentioning (26.7% female directors in 2016, well above the average of 15.4% 

over the whole five year period). 

We have noted that more and more women are directing their first film. Across the generations 

women represent only 15% of films released in cinemas, but for first films they are more than one in 

four. This figure has increased steadily from 2012 onwards. 2016 is nevertheless an interesting year in 

that it shows male cinema as much younger than female cinema in Bulgaria for this year. 

This progression cannot be explained by the implementation of any policy in particular. There are 

no official proactive policies or measures concerned with information or awareness building. In the 

film schools very few women opt to direct. And according to the National Film Centre there are very 

few women making funding applications for their films. However we can see that there is in the country 

a powerful feminist militancy in the film industry, with an information and awareness building website 

created by a female film director22, and that the cinema is in general young and is mobilising itself to 

modernise the national film industry23. 

 

Croatia 

As in Bulgaria, Croatia was last year in the category of countries with results that are too unstable 

to analyse. Even today there is a striking standard deviation of 12%, with strong fluctuations. However, 

seen in a longer-term context the proportion of female film directors has increased significantly (from 

an average of 4% in 1991 – 2008, to 19% for 2008 – 2016). Furthermore, Croatia has good results for 

2016, with a third of films produced being directed by a woman. Like Bulgaria, in Croatia female cinema 

                                                      
22 “About the project “, Women film directors in the Bulgarian cinema [on line]. URL : http://jeni-bg-
kino.com/en/ 
23 “New Bulgarian cinema”, The Calvert Journal [on line]. URL : 
https://www.calvertjournal.com/articles/show/8198/new-bulgarian-auteur-cinema-young-directors 
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is younger, with a difference between the proportion of directors from the old generations and the 

new ones. But, in contrast to Bulgaria, in Croatia there were several second films directed by women. 

Croatia hasn’t implemented any significant national policies concerning female film directors, 

apart from informative reports and articles aimed at raising awareness. However, the country has been 

involved with the issue at a European level (cooperating with EWA, presiding over the Eurimages 

Gender Equality Working Group between 2014 – 2017). 

 

Denmark 

With the figures of the five years of the study Denmark has good averages: more than 20% of films 

are directed by a woman, and there is a minimal generational deviation between male and female film. 

For the time being trans-generational change is limited, and from one generation to the next there is 

not much development in the proportion of female film directors. 

These results can be explained by the fact that until 2016 Denmark hadn’t taken this issue much 

into consideration. Since 2016 the Danish Film Institute has shown a serious understanding of the 

problem and has focused on gender equality among film directors. The DFI launched an initiative 

encouraging diversity and gender diversity across the board of the institute (communication, financing, 

festivals, committees etc.) to ensure real gender equality. In 2017 the DFI initiated a programme of 

policies to deal with the same issue. A dialogue forum took place in March 2017 to begin a constructive 

debate, and three large-scale measures were adopted in terms of awareness building, information 

(research), and, above all, the evaluation of projects applying for funding. The aim was to ensure 

concrete change, not “just talk”, and to begin making people across the profession aware of the 

question and working with the partners from film business. 

The results of these measures cannot yet be seen in terms of quantitative statistics, but Denmark, 

which last year was shown to be a country somewhat resting on its laurels, is now a country with a real 

investment in change, and is one of the countries that shows profound and meaningful evolution. 

 

Italy 

Italy has, apart from Latvia, the lowest average in terms of female film directors of any European 

country. What is more, it is up to now generationally old, with female film directors who are 

established. But there is evidence of a positive trans-generational development meaning that while 

there are actually few established female film directors, more and more women are directing a first 

film. The proportion of women in the younger generations is now two times the proportion of female 

film directors in the old generations, a development that can be explained by a late understanding of 

the problem. 

Until 2016 not a single particular policy had been implemented in Italy concerning this issue, 

discounting reports and the publication of statistics. These reports showed that while numerous 



women attend film schools, very few direct, seemingly self-censuring because of latent cultural 

influences. 

However, for the update of this study we contacted the head of the film department at the Ministry 

for Heritage, Culture and Sport and learned that at the end of 2016 a new law on film production had 

been approved and had entailed a profound change in the funding system in the audiovisual sector. 

For the first time decrees contain measures in favour of productions directed by women (including on 

the web and on TV). So Italy has become a proactive country in terms of the problematic of gender 

equality. 

We can therefore classify Italy as a country undergoing cultural change, especially given the 

positive trans-generational evolution. It is not yet a stable progression, as the results have to analysed 

over the longer term, but the country definitely shows proactive new measures in the system of film 

funding. 

 

Portugal 

In Portugal the situation is relatively unchanged from last year, showing no great differences in 

results or in measures adopted. 

It is striking that there are still no measures in place to support female film directors. On the other 

hand we can observe a growing awareness of the problem, and for this updated study we learned that 

the department of statistics at the Institute of Cinema and Audiovisual was investigating issues of 

gender equality that would be published in 2018. 

In terms of statistics, Portugal is still inferior to the European average for the proportion of female 

film directors, although we have been able to observe a real trans-generational progression. In fact it 

is the country (apart from Luxembourg) where the deviation between male and female directors is the 

largest in this sense. There are few established female film directors, while there are an increasing 

number in the younger generations (except in 2016 when there was a slight decline). 

 

Romania 

In Romania the National Film Institute presents the lack of any policies as a question of principle. 

“Their value is in their talent, and they have a lot of it” writes Alina Salcudeanu, head of foreign affairs 

at the Romanian Film Centre concerning the situation of female film directors in her country. Equal 

opportunity is perceived as being ensured precisely by a lack of measures, so there are no quotas (seen 

as discriminatory), nor any studies undertaken into the subject. 

Despite the absence of any measures implemented we can see an increase in the proportion of 

female film directors from one generation to the next. Romania is third in the ranking of countries 

where the deviation between the proportion of female film directors in generations 3 and more, and 

that of generations 1 and 2 is the most significant (behind Lithuania and Sweden). However in 2016 we 



observed a significant decline in the global proportion of female film directors in relation to previous 

years (decreasing from 23.3% in 2015 to 12.5% in 2016). Romania, which in the previous study had 

been ranked 10th, is now ranked 18th.  

 

Russia 

We haven’t seen any changes in statistics in Russia. Last year no policy had been implemented 

supporting female film directors, and the figures remain the same with stable development. Russia is 

ranked 21st this year (20th last year) concerning proportions of female film directors, which is below 

the European average. In parallel the deviation between proportions of female directors from the old 

generations and from the new generations has decreased. In fact, since 2012, the proportion of female 

directors from generation 1 has decreased (from 31% to 19%), while it has increased for generations 2 

and more, with a large deviation between the two segments of proportions. 

 

Turkey 

The country is ranked the same as last year concerning the general proportions of female film 

directors, with figures well below the European average, leaving the country only followed by Italy and 

Latvia. However, trans-generational change within female film in Turkey is positive. Between 

generations 3 and more, and generations 1 and 2, the proportion of female film directors doubles, 

meaning that female cinema is significantly younger than its male counterpart. 

However, not a single policy – proactive or progressive – has been implemented, and the trans-

generational changes can only be attributed to a stronger mobilisation on the part of young 

filmmakers. For example there is the website Film Mor which is exclusively focused on the issue 

organising a yearly festival of international films by women. There is also an important network of 

ONGs in Turkey working on behalf of women’s rights. 

 

UK 

Last year not a single policy had been implemented concerning this issue. However in 2017 there 

has been significant change, with the adoption and strengthening of Diversity Standards. The British 

Film Institute has created a series of measures aiming to improve diversity, but they are not only 

focused on gender diversity, as they take into account age, ethnicity, sexual orientation and disabilities. 

These policies deal with not only awareness building but also privilege women-lead projects in the 

allocation of funding. 

Although it is not yet possible to analyse the influence of these measures on the proportions of 

female film directors, we do see improvements in the situation in the UK. Between 2012 – 2016 the 

proportion of female film directors grew from 9% to 15%, following a regular curve. If we consider 

trans-generational development we can see that it is active (the proportion of female film directors 



from generation 1 is however increasing very slowly), but that it is not significant. The proportion of 

female film directors in the old and young generations has not changed much.  

In the light of these figures, of the slight improvements and of the recent implementation of 

policies, we can no longer consider the UK as a country that is lagging behind, but rather that it is 

showing characteristics of a country undergoing cultural change. 

It is evident that some of the countries in this category are reflecting on the issue in hand but have 

yet to implement any concrete policies, while other countries have yet to really become aware of the 

issue. What these countries do share is a weak set of statistics, but they have all undergone interesting 

changes over recent years. When these results are not thanks to policy change it is fair to assume that 

they are thanks to inevitable cultural change within a society, which allows the country to catch up 

with others in terms of this issue. 

 

F) The countries with profound and slow change 
 

Two countries show an atypical profile: they are “very good student” in terms of global averages 

for the proportion of their films directed by women across the generations, and yet they show an 

insignificant margin of change (or even negative sometimes) both throughout the period of the study 

and in terms of generational change. However these countries have developed concrete policies with 

which to confront the problem of gender inequality among film directors: Austria and the Netherlands. 

 

Austria 

As of last year Austria has implemented several policies, notably of parity and privileging (Gender 

Incentive). These strong, proactive policies are added to measures of encouragement (ProPro), 

awareness building (website “If she can see it, she can be it”) and information gathering. Even though 

the Austrian Film Institute has not defined a policy of hard quotas it nevertheless consistently records 

the proportion of women who have been attributed funding by the commissions. All of this means that 

Austria is one of the countries with policies most favourable and comprehensive towards female film 

directors. 

If we observe the results and statistics of these policies we can see that Austria is ranked in the top 

three countries with a high proportion of female film directors (27.7%). However, in terms of the trans-

generational development Austria is lower-ranked; between 2012 – 2016 female film directors were 

more numerous in the old generations than the young generations, meaning that the film industry is 

generationally renewing itself less quickly than in other countries. The proportion of female film 

directors among the women of the young generation decreases in 2016 compared to the four previous 

years because of the decline in first films directed by female directors. 



Austria is also one of the countries practising long-term, slow-acting and profound policy changes, 

meaning that it would be advisable to wait and see the results of the proactive policies implement in 

2017 before coming to conclusions. 

 

Netherlands 

For the time being we cannot consider the Netherlands a country where female filmmaking has 

experienced any sort of significant shift. The figures are globally good in comparison with European 

neighbours. 2016 is a particularly satisfying year in that the proportion of films directed by women has 

risen by more than 10 points in comparison with the previous year. 

But these changes are not representative of any particular dynamism. Dutch cinema is relatively 

old and shows more or less the same proportion of female directors in the old generations as in the 

young ones, with a slight trans-generational increase (29% in the young generations, 25% in the 

medium and old generations). 

However the Netherlands Film Fund has for several years engaged in a general policy of the 

promotion of diversity within the film industry, including a promoting of gender diversity. In 2016 the 

institute also created a special unit to monitor data collection and organise events and partnerships 

with associations specialising in the issue of diversity. In 2017 the NFF included a requirement that 

projects applying for funding should be evaluated on their contribution to diversity. The institute 

deliberately avoids hard quotas or objectives in terms of proportions of female directors supported: 

according to the NFF it is impossible to change an industry through regulation. Change must be 

effected at a deeper level, working with awareness building as an essential step not only to equality, 

but also to building a more diverse audience.  

Both Austria and the Netherlands show a sincere concern for questions of gender equality in the 

film industry. Both countries are already in the category of the “very good students” of Europe, and 

have a similar philosophy in their desire to deal with problems at a profound, rather than a superficial 

level. This without a doubt slows down the process of change as societal transformations take longer 

to emerge than those brought about with legislation but the results can be very persuasive over the 

long term. 

 

G) Countries in stagnation 
 

Four countries from the “good students” category appear to be resting on their laurels: Finland, 

the Czech Republic, Slovakia and Hungary. These countries have statistics that rank them above the 

European average, but there is no change over the years or between the generations – indeed where 

there is change it is negative. Two of these countries (Hungary and Slovakia) have unstable results from 

year to year. 

 



Finland 

If in terms of the proportion of female film directors across the generations Finland ranks well, 

above the European average, it is an anomaly in terms of trans-generational change as it shows trends 

that are the opposite to those seen in other countries. In twenty-five countries the proportion of 

female directors from the young generations is higher than the proportion of female directors in the 

old generations, in Finland the opposite is true: 26.1% of the old generations and 17.6% with the young. 

The proportion among the directors of generations 1 and 2 even declines between 2102 – 2015 and 

2016. Female cinema in Finland therefore barely renews itself, certainly less and less, a situation which 

puts it in stark contrast with other Nordic countries such as Sweden and Norway. 

These results can be explained by the fact that no policies have been implemented concerning 

female directors (apart from data gathering, but only as a small part of the annual reports published 

by the film institute), and no policies are envisaged for the coming years. 

 

Czech Republic 

According to the Czech Film Centre the Czech Republic has generally good, above average, results 

concerning the proportion of female directors, especially in documentary filmmaking. But trans-

generational development is very slow. The proportion of female directors of films from generation 1 

is less than that of all generations taken together. The country is also the only in Europe (with Estonia) 

where female cinema is older than male cinema. Over the period 2012 – 2016 women have on average 

directed their 5th film, compared to their 4th from men. No policies have been implemented or are 

planned to change the situation. 

 

Slovakia 

This year Slovakia presents an interesting situation. In 2013 the country showed excellent results 

concerning the proportion of female directors across the generations, but has seen this number decline 

from year to year until in 2016 not a single film released in cinemas was directed by a woman. So while 

the country was ranked in the previous study as one of those on a positive trajectory in terms of 

cultural impact (7th, with the best proportions), we have now had to reconsider its position (12th now, 

only just above the European average). On the other hand we have seen a positive trans-generational 

development (a deviation of 7.6 points from directors of generations 3 and more to those of 

generations 1 and 2). We can therefore rank Slovakia as a country in stagnation. As with Finland and 

the Czech Republic, the statistics are positive and above the European average but the lack of any 

policy implementation hinders any real change, and actually seems to have resulted in a worsening of 

the situation. 

 

 



Hungary 

Like Slovakia Hungary is a country that is anomalous in that not a single film released in cinemas 

in 2016 was directed by a woman, despite the fact that it was generally ranked among the “good” 

countries. It is ranked at 7th in the proportion of female directors across the generations. We tried to 

contact the Hungarian national film institute for clarification but were unsuccessful. However we can 

try to understand these data by the important deviations shown in the statistics for Hungary. After 

Luxembourg it is ranked 2nd for the highest variation in the proportions of female film directors, and 

as a result of these deviations it is difficult to define any real trans-generational development. But we 

noted that since 2012 the proportion of female directors of generations 1 and 2 has declined. 

In parallel, looking at the website Magya Filmunio we were unable to identify any policy that 

supports female directors. 

It is therefore interesting to take into consideration these countries which, despite showing above 

European averages in global terms, have no policies in place to capitalise on this and advance further. 

 

H) Countries that are lagging behind 
 

Finally there is one country definitely lagging behind others as its national average of proportion 

of films directed by women is less than the European average, and there is no real development of the 

figures either from year to year or between generations, and where no policies have been 

implemented or contemplated to improve the situation of women in film. Last year we found both 

Greece and the UK in this position. Given the growth in awareness and the policies implemented in the 

UK this last year, it can no longer be relegated to this category. 

 

Greece 

Like several countries from the south of Europe, Greece does not show good results in terms of 

the proportion of female directors (less than 15%). In 2016 we observed that of ten films released in 

cinemas, none had been directed by a woman. In the same way, there is no notable trans-generational 

change either. The proportion of women among films from the old generations and new generations 

is more or less the same. 

This can be explained by the fact that there are no policies aimed at gender equality, neither 

proactive nor progressive. For the moment no such policies are contemplated for the coming years. 

However we can signal the presence of women in certain key posts. In 2016, for the first time, a 

woman, Electa Venaki, was nominated as head of the Greek Film Centre. And in 2017 Venia Vergou 

was nominated as president of the new Hellenic Film Commission (aiming at international co-

production). Similarly, of the twenty-seven people working at the GFC, half are women. Last year we 

suggested in the study that the presence of these women in key posts could conceivably make a 

difference in the years to come. For the time being however, nothing has changed. 



CONCLUSION 
 

Between 2012 – 2016 19.6% of films released in cinemas in Europe were directed by women. In 

2016 we can see a slight increase in these figures, from 19.42% in 2015 to 20.4% in 2016. 2016 is 

therefore the first year in which one in five films is directed by a woman. 

This increase in the global proportion of female film directors is notably due to the positive trans-

generational developments in many countries. While 2012 – 2016 saw 19.6% of films from all 

generations directed by women, this figure rises to 21.3% for films in generations 1 and 2, and 22.9% 

for films in only generation 1. On the other hand, only 15.8% of films of generation 3 and more are 

directed by women. 

However we did not observe a definitive or enduring development concerning the proportion of 

female directors among the young generations. From one country to another and from one year to the 

next these figures all vary greatly. We have observed in some countries (Sweden, Norway, Finland, 

Austria, Bulgaria), that while the proportions have increased since 2012, in 2016 the proportion was 

significantly less. We can even see in some countries with significant film production output (Slovakia, 

Hungary or Greece) that not a single film released in 2016 was directed by a woman. 

However it is above all in terms of a greater awareness of the problematic that we have seen a real 

change. Six of the twenty-five countries have shown a dynamic attitude that marks a change from 

earlier behaviour. These countries are Austria, Denmark, Italy, Poland the UK. In Austria the Gender 

Incentive policy is original and it will be interesting to see the results it brings. 

In 2017 we have seen that several countries introduced a system of privileging and evaluating 

projects applying for funding according to their contribution to diversity. We have also seen that in 

most Western European countries there is a greater investment in the question of gender equality in 

film, that reports are being published, more or less regularly, on this subject. On the other hand, most 

Eastern European countries have yet to implement any policies of information, or proactive or 

progressive policies. In these countries the positive changes are not the result of official policies but 

rather of militant movements, of feminist filmmakers or from society in general. 

Women directing their first films are more and more numerous, which slowly makes the global 

proportion of female directors increase. However these changes are slow, often unstable, and in some 

cases do actually tend towards the negative again. Proactive policies seem to be the most efficacious 

as we can see in the countries from the north and the west. But the gradual implementation of policies 

of encouragement and policies of information and awareness building across Europe is slowly helping 

to feminise the creative careers in the film industries. 

The place of women in the film industry, in particular the place of female directors, is a very visible 

aspect of the problem of gender inequality and inequality of opportunities across society. It would 

therefore be interesting to continue to follow these results from year to year to measure the evolution 

of these developments. 

 



ANNEXE MATERIAL 
 

Table 1 Ranking of countries according to the film production output 

 2012 2013 2014 2015 2016 TOTAL  

Percentage of 
European 
output 

Latvia 4 2 4 2 6 18 0,2% 

Luxembourg 7 5 6 6 3 27 0,4% 

Estonia 6 6 4 6 10 32 0,4% 

Lithuania 4 9 7 9 11 40 0,5% 

Slovenia 11 14 9 10 11 55 0,7% 

Hungary 8 7 14 15 14 58 0,8% 

Bulgaria 15 11 15 13 15 69 0,9% 

Slovakia 16 13 14 15 13 71 0,9% 

Croatia 12 16 15 12 18 73 1,0% 

Greece 27 20 20 16 10 93 1,2% 

Ireland 21 20 19 14 20 94 1,2% 

Portugal 22 13 24 22 20 101 1,3% 

Rumania 21 29 18 30 24 122 1,6% 

Norway 21 27 31 21 28 128 1,7% 

Denmark 31 31 31 35 31 159 2,1% 

Belgium 23 28 33 31 47 162 2,1% 

Finland 34 38 31 34 34 171 2,2% 

Austria 41 40 40 40 34 195 2,6% 

Poland 36 43 41 36 44 200 2,6% 

Netherlands 43 37 38 39 50 207 2,7% 

Czech Republic 41 49 49 34 53 226 3,0% 

Sweden 42 47 52 47 40 228 3,0% 

Switzerland 59 71 66 65 61 322 4,2% 

Russia 96 89 78 94 74 431 5,7% 

Spain 80 97 110 125 89 501 6,6% 

Turkey 72 85 116 119 119 511 6,7% 

Italy 123 129 111 101 127 591 7,8% 

UK 138 109 110 147 106 610 8,0% 

Germany 167 169 174 173 138 821 10,8% 

France 281 257 274 260 222 1294 17,0% 

Total Europe 1502 1511 1554 1571 1472 7610 100% 

  



 
Table 2 Ranking of countries according to average percentage of female film directors 2012 

and 2016 

 2012 2013 2014 2015 2016 Average 

Latvia 25,0% 0,0% 0,0% 0,0% 0,0% 5,0% 

Italy 6,9% 12,8% 8,6% 8,9% 12,6% 10,0% 

Turkey 10,4% 11,8% 8,2% 13,0% 9,2% 10,5% 

UK 9,1% 11,9% 9,5% 13,9% 15,1% 11,9% 

Portugal 20,5% 15,4% 8,3% 11,4% 10,0% 13,1% 

Greece 9,3% 22,5% 15,0% 25,0% 0,0% 14,4% 

Spain 8,8% 10,3% 16,8% 18,0% 18,0% 14,4% 

Bulgaria 0,0% 18,2% 16,7% 15,4% 26,7% 15,4% 

Lithuania 37,5% 11,1% 0,0% 22,2% 9,1% 16,0% 

Russia 18,8% 14,6% 12,8% 16,0% 17,7% 16,0% 

Slovenia 18,2% 21,4% 16,7% 10,0% 18,2% 16,9% 

Luxembourg 28,6% 40,0% 16,7% 0,0% 0,0% 17,0% 

Romania 19,0% 10,3% 22,2% 23,3% 12,5% 17,5% 

Ireland 16,7% 22,5% 21,1% 14,3% 15,0% 17,9% 

Croatia 20,8% 0,0% 20,0% 16,7% 33,3% 18,2% 

Estonia 33,3% 0,0% 12,5% 16,7% 30,0% 18,5% 

Belgium 21,7% 8,9% 21,2% 16,1% 25,5% 18,7% 

Poland 19,4% 14,0% 17,1% 11,1% 31,8% 18,7% 

Slovakia 15,6% 38,5% 28,6% 20,0% 0,0% 20,5% 

Finland 11,8% 26,3% 24,2% 23,5% 20,6% 21,3% 

Denmark 25,8% 17,7% 22,6% 22,9% 22,6% 22,3% 

Czech Republic 15,9% 29,6% 25,5% 14,7% 26,4% 22,4% 

France 26,0% 26,3% 26,1% 20,2% 20,3% 23,8% 

Hungary 37,5% 42,9% 14,3% 26,7% 0,0% 24,3% 

Switzerland 23,7% 21,1% 25,0% 30,0% 23,0% 24,6% 

Germany 28,7% 28,1% 21,3% 26,3% 30,4% 27,0% 

Austria 29,3% 17,5% 36,3% 26,3% 29,4% 27,7% 

Netherlands 25,6% 16,2% 35,5% 25,6% 36,0% 27,8% 

Norway 29% 33% 31% 33% 21,4% 29% 

Sweden 16,7% 28,7% 29,8% 36,7% 38,0% 30,0% 

Weighted average 19,05 19,61 19,6 19,42 20,4 

Weighted average 19,6 

 
  



 
Table 3 Changes in the proportion of films directed by women between 2015 and 2016 

 2015 2016   

Hungary 26,7% 0,0% ↘ -26,7 

Greece 25,0% 0,0% ↘ -25 

Slovakia 20,0% 0,0% ↘ -20 

Lithuania 22,2% 9,1% ↘ -13,1 

Norway 33% 21,4% ↘ -11,9 

Romania 23,3% 12,5% ↘ -10,8 

Switzerland 30,0% 23,0% ↘ -7,1 

Turkey 13,0% 9,2% ↘ -3,8 

Finland 23,5% 20,6% ↘ -2,9 

Portugal 11,4% 10,0% ↘ -1,4 

Denmark 22,9% 22,6% → -0,3 

Spain 18,0% 18,0% → 0 

Latvia 0,0% 0,0% → 0 

Luxembourg 0,0% 0,0% → 0 

France 20,2% 20,3% → 0,1 

Ireland 14,3% 15,0% → 0,7 

UK 13,9% 15,1% ↗ 1,1 

Sweden 36,7% 38,0% ↗ 1,3 

Russia 16,0% 17,7% ↗ 1,8 

Austria 26,3% 29,4% ↗ 3,2 

Italy 8,9% 12,6% ↗ 3,7 

Germany 26,3% 30,4% ↗ 4,1 

Slovenia 10,0% 18,2% ↗ 8,2 

Belgium 16,1% 25,5% ↗ 9,4 

Netherlands 25,6% 36,0% ↗ 10,4 

Bulgaria 15,4% 26,7% ↗ 11,3 

Czech Republic 14,7% 26,4% ↗ 11,7 

Estonia 16,7% 30,0% ↗ 13,3 

Croatia 16,7% 33,3% ↗ 16,7 

Poland 11,1% 31,8% ↗ 20,7 

 
 
 
 

  



 
Table 4 Median number of films directed by men and women who released a film in 2016, in 

every country 

Average 2016 Men Women Difference 

Finland 2 4 -2 

Bulgaria 2 3 -1 

Croatia 2 2,5 -1 

Austria 2 2,5 -0,5 

Netherlands 2 2,5 -0,5 

Denmark 2 2 0 

Italy 3 3 0 

Czech Republic 2 2 0 

Russia 2 2 0 

Sweden 2 2 0 

Switzerland 2 2 0 

UK 2 2 0 

Belgium 2 1,5 0,5 

Spain 3 2,5 0,5 

Ireland 2,5 2 0,5 

Germany 3 2 1 

France 3 2 1 

Latvia 1 0 1 

Lithuania 2 1 1 

Poland 3 2 1 

Romania 3 2 1 

Slovakia 1 0 1 

Turkey 2 1 1 

Portugal 4 2,5 1,5 

Estonia 3 1 2 

Hungary 2 0 2 

Luxembourg 2 0 2 

Slovenia 4 1,5 2,5 

Norway 4 1 3 

Greece 3,5 0 4 

EUROPE 2 2  
 
 
 
  



 

Table 5 Average number of films directed by men and women in every country, and 
difference between genders  

Average 2012-2016 Women Men Difference 

Estonia 4,13 2,89 -1,24 

Czech Republic 5,06 4,14 -0,92 

Denmark 4,15 4,30 0,15 

Slovenia 2,67 2,93 0,26 

Netherlands 4,09 4,54 0,45 

Poland 3,46 4,12 0,66 

Germany 3,33 4,03 0,70 

Spain 2,97 3,78 0,81 

Ireland 2,04 2,88 0,84 

Norway 2,22 3,09 0,87 

Belgium 1,99 2,89 0,90 

Finland 3,50 4,45 0,95 

Slovakia 1,81 2,81 1,00 

UK 2,74 3,79 1,05 

Austria 2,53 3,61 1,08 

Bulgaria 1,28 2,44 1,16 

Russia 1,51 2,71 1,20 

Switzerland 2,53 3,82 1,29 

France 2,66 4,15 1,49 

Greece 2,16 3,65 1,49 

Croatia 1,89 3,47 1,58 

Latvia 0,60 2,22 1,62 

Turkey 1,83 3,59 1,76 

Sweden 2,15 3,91 1,76 

Romania 2,18 4,47 2,29 

Lithuania 1,33 3,67 2,34 

Italy 3,29 5,67 2,38 

Hungary 1,80 4,36 2,56 

Portugal 2,24 4,96 2,72 

Luxembourg 0,80 3,74 2,94 

Europe 2,50 3,70 1,20 

  



 
Table 6 Ranking of countries by generation of female film directors and then by generation of 

male film directors  

Average 2012-2016 Women Average 2012-2016 Men 

Latvia 0,60 Latvia 2,22 

Luxembourg 0,80 Bulgaria 2,44 

Bulgaria 1,28 Russia 2,71 

Lithuania 1,33 Slovakia 2,81 

Russia 1,51 Ireland 2,88 

Hungary 1,80 Estonia 2,89 

Slovakia 1,81 Belgium 2,89 

Turkey 1,83 Slovenia 2,93 

Croatia 1,89 Norway 3,09 

Belgium 1,99 Croatia 3,47 

Ireland 2,04 Turkey 3,59 

Sweden 2,15 Austria 3,61 

Greece 2,16 Greece 3,65 

Romania 2,18 Lithuania 3,67 

Norway 2,22 Europe 3,70 

Portugal 2,24 Luxembourg 3,74 

Europe 2,50 Spain 3,78 

Austria 2,53 UK 3,79 

Switzerland 2,53 Switzerland 3,82 

France 2,66 Sweden 3,91 

Slovenia 2,67 Germany 4,03 

UK 2,74 Poland 4,12 

Spain 2,97 Czech Republic 4,14 

Italy 3,29 France 4,15 

Germany 3,33 Denmark 4,30 

Poland 3,46 Hungary 4,36 

Finland 3,50 Finland 4,45 

Netherlands 4,09 Rumania 4,47 

Estonia 4,13 Netherlands 4,54 

Denmark 4,15 Portugal 4,96 

Czech Republic 5,06 Italy 5,67 

 
  



 
Table 7 Average number of past films by director in each country for every year of the study. 

 2012 2013 2014 2015 2016 Average 

Latvia 2,50 1,50 1,75 3,50 2 2,25 

Bulgaria 1,80 1,45 3,13 2,62 2,67 2,33 

Belgium 2,39 2,96 2,36 2,45 3,42 2,72 

Slovakia 1,88 2,46 3,14 3,00 3,25 2,75 

Ireland 2,76 1,85 3,32 2,64 3,24 2,76 

Norway 2,52 2,56 3,32 2,38 3,34 2,82 

Slovenia 3,27 1,93 2,33 2,70 4,09 2,86 

Lithuania 5,00 1,89 1,86 4,67 2,09 3,10 

Estonia 3,50 3,17 2,50 4,00 2,45 3,12 

Russia 3,27 2,92 3,49 2,79 3,57 3,21 

Croatia 3,00 2,94 3,13 3,42 3,78 3,25 

Austria 2,46 4,03 3,13 3,73 3,48 3,36 

Turkey 3,21 2,79 4,53 2,82 3,55 3,38 

Sweden 3,48 4,40 2,71 3,62 2,89 3,42 

Luxembourg 3,71 1,60 4,83 5,67 1,3 3,42 

Greece 4,19 3,10 2,75 3,63 3,9 3,51 

Switzerland 3,37 3,08 4,00 3,29 3,84 3,52 

UK 3,91 3,97 2,88 3,52 4,04 3,66 

Spain 4,11 3,43 3,17 3,37 4,28 3,67 

France 3,46 3,70 4,27 3,33 4,23 3,80 

Hungary 5,00 2,71 3,64 4,60 3,2 3,83 

Germany 4,10 3,06 4,01 3,85 4,17 3,84 

Romania 5,95 2,52 5,11 2,77 3,45 3,96 

Poland 3,58 4,91 3,49 4,89 3,14 4,00 

Czech Republic 3,59 4,98 4,53 4,24 3,92 4,25 

Finland 3,00 4,32 4,71 5,97 3,28 4,26 

Denmark 4,23 5,32 4,48 4,31 3,26 4,32 

Netherlands 4,07 4,81 4,47 4,82 4,12 4,46 

Portugal 5,27 3,69 4,88 3,50 5,83 4,63 

Italy 5,96 4,86 6,00 4,95 5,37 5,43 

Europe 3,62 3,23 3,60 3,70 3,51 3,53 

 
  



 

Table 8  Average proportion of films by female directors for each generation 

 1st and 2nd  
3 and 
more Deviation 

Latvia 0,0% 10,0% -10,0 

Finland 17,6% 26,1% -8,5 

Estonia 14,2% 20,7% -6,5 

Austria 26,5% 28,9% -2,4 

Netherlands 27,1% 28,3% -1,1 

Greece 14,5% 14,2% 0,3 

Hungary 24,2% 23,6% 0,6 

UK 12,5% 11,1% 1,4 

Luxembourg 21,7% 20,0% 1,7 

Czech Republic 22,8% 20,4% 2,4 

Slovenia 20,8% 18,0% 2,8 

Denmark 24,5% 21,7% 2,8 

Bulgaria 15,7% 11,4% 4,2 

Spain 16,6% 10,7% 5,9 

Italy 13,3% 7,1% 6,2 

Portugal 15,8% 9,5% 6,3 

France 27,0% 20,6% 6,4 

Turkey 13,4% 5,8% 7,5 

Ireland 21,2% 13,7% 7,6 

Slovakia 22,9% 15,2% 7,6 

Poland 22,7% 14,7% 8,0 

Belgium 21,3% 11,8% 9,5 

Germany 31,7% 21,3% 10,4 

Croatia 22,6% 12,0% 10,6 

Russia 20,2% 9,4% 10,9 

Switzerland 29,4% 17,4% 12,1 

Norway 35,5% 22,3% 13,2 

Romania 23,4% 9,6% 13,8 

Sweden 35,8% 19,6% 16,3 

Lithuania 23,4% 0,0% 23,4 

Europe 21,3% 15,8% 5,5 

 
 

  



 
Table 9 Proportion of first and second films directed by women in each country and for every 

year 

 2012 2013 2014 2015 2016 Average 

UK 9,9% 13,6% 9,6% 12,5% 16,9% 12,5% 

Italy 7,9% 20,6% 9,8% 13,2% 14,8% 13,3% 

Turkey 13,8% 14,2% 10,1% 16,0% 12,7% 13,4% 

Bulgaria 0,0% 20,0% 20,8% 25,0% 12,5% 15,7% 

Portugal 22,7% 14,3% 15,4% 16,7% 10,0% 15,8% 

Spain 13,6% 9,4% 22,0% 20,4% 17,8% 16,6% 

Finland 9,5% 15,6% 21,1% 29,2% 12,5% 17,6% 

Russia 23,3% 20,0% 16,7% 20,3% 20,9% 20,2% 

Slovenia 16,7% 30,0% 7,1% 0,0% 50,0% 20,8% 

Ireland 26,9% 20,6% 18,2% 22,2% 18,2% 21,2% 

Belgium 18,8% 8,8% 30,4% 19,0% 29,4% 21,3% 

Croatia 31,3% 0,0% 28,6% 20,0% 33,3% 22,6% 

Poland 27,8% 17,5% 20,8% 11,1% 36,4% 22,7% 

Czech Republic 14,0% 35,2% 28,8% 10,0% 26,2% 22,8% 

Romania 30,0% 5,6% 30,0% 33,3% 18,2% 23,4% 

Denmark 18,8% 37,5% 14,3% 28,6% 23,5% 24,5% 

Austria 18,5% 22,7% 31,3% 38,1% 21,7% 26,5% 

France 31,5% 26,8% 28,9% 25,5% 22,5% 27,0% 

Netherlands 33,3% 13,3% 31,6% 21,4% 36,0% 27,1% 

Switzerland 29,4% 27,4% 29,2% 31,6% 29,7% 29,4% 

Germany 37,2% 31,0% 22,3% 32,4% 35,5% 31,7% 

Norway 26,7% 33,3% 40,6% 46,2% 30,8% 35,5% 

Sweden 25,0% 31,8% 39,1% 50,0% 33,3% 35,8% 

Weighted average 22,4% 21,9% 22,0% 23,7% 23,5% 22,7% 

  



 
Table 10 Average proportion of female film directors among the filmmakers of generation 1  

 2012 2013 2014 2015 2016 Average 

Latvia 0,0% 0,0% 0,0% 0,0% 0,0% 0,0% 

UK 8,9% 8,6% 11,0% 12,3% 18,0% 11,8% 

Italy 10,6% 20,0% 9,7% 8,3% 11,8% 12,1% 

Turkey 12,5% 12,2% 6,5% 18,9% 15,6% 13,1% 

Lithuania 50,0% 0,0% 0,0% 0,0% 33,3% 16,7% 

Estonia 33,3% 0,0% 0,0% 0,0% 50,0% 16,7% 

Spain 20,0% 3,1% 22,6% 22,1% 16,1% 16,8% 

Slovenia 20,0% 25,0% 8,3% 0,0% 33,3% 17,3% 

Greece 5,6% 21,4% 12,5% 50,0% 0,0% 17,9% 

Czech Republic 13,3% 39,3% 26,3% 0,0% 20,7% 19,9% 

Croatia 8,3% 0,0% 40,0% 33,3% 20,0% 20,3% 

Portugal 40,0% 16,7% 25,0% 12,5% 12,5% 21,3% 

Belgium 18,2% 10,7% 25,0% 25,0% 28,6% 21,5% 

Denmark 16,7% 33,3% 14,3% 25,0% 20,0% 21,9% 

Slovakia 22,7% 0,0% 40,0% 50,0% 0,0% 22,5% 

Finland 13,3% 9,1% 13,6% 50,0% 28,6% 22,9% 

Ireland 30,0% 16,7% 28,6% 40,0% 0,0% 23,0% 

Poland 27,3% 13,6% 14,3% 15,4% 46,2% 23,4% 

Russia 31,1% 22,5% 26,9% 21,4% 19,2% 24,2% 

Hungary 66,7% 0,0% 33,3% 25,0% 0,0% 25,0% 

Romania 37,5% 0,0% 42,9% 25,0% 20,0% 25,1% 

Netherlands 23,1% 10,0% 41,7% 16,7% 35,0% 25,3% 

Bulgaria 0,0% 25,0% 25,0% 33,3% 50,0% 26,7% 

France 28,1% 28,6% 29,5% 23,9% 25,0% 27,0% 

Austria 19,4% 26,7% 36,4% 42,9% 23,1% 29,7% 

Switzerland 42,9% 31,7% 26,9% 42,9% 13,0% 31,5% 

Germany 38,0% 33,1% 23,1% 36,4% 36,2% 33,3% 

Sweden 31,6% 31,3% 44,2% 50,0% 35,3% 38,5% 

Luxembourg 66,7% 33,3% 100,0% 0,0% 0,0% 40,0% 

Norway 27,3% 37,5% 50,0% 50,0% 40,0% 41,0% 

Europe 25,4% 17,0% 25,9% 24,3% 21,7% 22,9% 

 
 
  



Table 11 Proportions of films by women by group of generations using equal sample sizes in 
every country and with weighted averages  

Germany 1 2,3 4 +   Austria 1 2,3 4 + 

2012 38% 31% 18%   2012 19% 44% 17% 

2013 33% 29% 20%   2013 27% 14% 11% 

2014 23% 22% 19%   2014 36% 36% 36% 

2015 36% 26% 17%   2015 40% 19% 15% 

2016 36% 40% 17%   2016 36% 31% 14% 

Average 33% 29% 18%   Average 31% 31% 18% 

                  

Belgium 1 2 +     Bulgaria 1 2 +   

2012 18% 25%     2012 0% 0%   

2013 11% 7%     2013 25% 0%   

2014 25% 17%     2014 25% 7%   

2015 25% 7%     2015 33% 0%   

2016 29% 19%     2016 50% 31%   

Average 23% 15%     Average 21% 13%   

                  

Croatia 1 2,3 4 +   Denmark 1,2 3 to 5 6 + 

2012 8% 67% 0%   2012 19% 0% 50% 

2013 0% 0% 0%   2013 38% 11% 0% 

2014 40% 0% 17%   2014 14% 14% 40% 

2015 33% 20% 0%   2015 29% 17% 22% 

2016 14% 29% 43%   2016 24% 33% 0% 

Average 17% 21% 16%   Average 24% 17% 25% 

                  

Spain 1 2,3 4 +   Estonia 1,2 3 +   

2012 20% 0% 4%   2012 25% 50%   

2013 3% 13% 15%   2013 0% 0%   

2014 23% 15% 11%   2014 0% 0%   

2015 22% 18% 12%   2015 0% 33%   

2016 16% 17% 17%   2016 33% 20%   

Average 18% 14% 12%   Average 18% 19%   

                  

Finland 1 2,3 4 +   France 1 2 to 4 5 + 

2012 13% 13% 0%   2012 28% 32% 9% 

2013 9% 36% 33%   2013 29% 29% 19% 

2014 14% 27% 33%   2014 30% 29% 16% 

2015 50% 8% 23%   2015 24% 23% 10% 

2016 29% 9% 29%   2016 25% 19% 14% 

Average 20% 17% 27%   Average 27% 27% 14% 

 
 
 



Greece 1 2,3 4 +   Hungary 1,2 3 +   

2012 6% 13% 10%   2012 50% 25%   

2013 21% 29% 17%   2013 33% 50%   

2014 13% 33% 0%   2014 25% 0%   

2015 50% 29% 0%  2015 13% 43%   

2016 0% 0% 0%   2016 0% 0%   

Average 17% 22% 6%   Average 19% 22%   

                  

Ireland 1 2,3 4 +   Italy 1 2 to 4 + 

2012 30% 5% 0%   2012 11% 7% 4% 

2013 17% 31% 0%   2013 20% 15% 1% 

2014 29% 17% 0%   2014 10% 9% 7% 

2015 40% 0% 0%   2015 8% 12% 6% 

2016 0% 50% 0%   2016 12% 15% 13% 

Average 22% 21% 0%   Average 13% 12% 7% 

                  

Latvia 1,2 3 +     Lithuania 1,2 3 +   

2012 0% 33%     2012 50% 25%   

2013 0% 0%     2013 14% 0%   

2014 0% 0%     2014 0% 0%   

2015 0% 0%     2015 40% 0%   

2016 0% 0%     2016 13% 0%   

Average 0% 9%     Average 19% 4%   

                  

Luxembourg 1 2 +     Norway 1 2,3 4 + 

2012 67% 0%     2012 27% 20% 40% 

2013 33% 50%     2013 38% 42% 14% 

2014 100% 0%     2014 50% 29% 23% 

2015 0% 0%     2015 50% 33% 0% 

2016 0% 0%     2016 44% 0% 13% 

Average 44% 6%     Average 40% 29% 18% 

                  

Netherlands 1,2 3 to 5 6 +   Poland 1 2 to 4 5 + 

2012 33% 18% 18%   2012 27% 18% 13% 

2013 13% 36% 0%   2013 14% 10% 21% 

2014 32% 0% 36%   2014 14% 29% 0% 

2015 21% 20% 40%   2015 15% 0% 15% 

2016 36% 55% 23%   2016 46% 27% 25% 

Average 29% 25% 22%   Average 23% 19% 15% 

 
  



Portugal 1,2 3 +     Czech Rep 1,2 3 +   

2012 23% 18%     2012 14% 19%   

2013 14% 17%     2013 35% 23%   

2014 15% 0%     2014 29% 22%   

2015 17% 5%     2015 10% 21%   

2016 10% 8%     2016 26% 16%   

Average 16% 9%     Average 24% 20%   

          

Romania 1,2 3 +     Slovakia 1,2 3 +   

2012 30% 0%     2012 21% 0%   

2013 6% 18%     2013 40% 33%   

2014 30% 13%     2014 29% 29%   

2015 33% 8%     2015 25% 14%   

2016 18% 9%     2016 0% 0%   

Average 22% 10%     Average 22% 17%   

                  

Russia 1 2 +     Slovenia 1 2+   

2012 31% 8%     2012 20% 17%   

2013 23% 8%     2013 25% 17%   

2014 27% 6%     2014 8% 33%   

2015 21% 12%     2015 0% 13%   

2016 19% 17%     2016 33% 13%   

Average 25% 10%     Average 19% 16%   

                  

Sweden 1 2,3 4 +   Switzerland 1 2,3 4 + 

2012 32% 8% 0%   2012 43% 12% 14% 

2013 31% 42% 17%   2013 32% 14% 13% 

2014 44% 11% 21%   2014 27% 37% 16% 

2015 50% 46% 15%   2015 43% 22% 26% 

2016 35% 29% 46%   2016 13% 53% 8% 

Average 39% 27% 20%   Average 31% 26% 15% 

                  

Turkey 1 2,3 4 +   UK 1 2,3 4 + 

2012 13% 13% 5%   2012 9% 9% 10% 

2013 14% 19% 4%   2013 9% 18% 8% 

2014 7% 15% 0%   2014 11% 9% 9% 

2015 19% 9% 11%   2015 12% 21% 10% 

2016 15% 6% 3%   2016 18% 15% 11% 

Average 17% 12% 5%   Average 12% 14% 10% 
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