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ABSTRACT 

Equality of opportunity is not a reality for women in the film industry. While the number of 

graduates from film schools, and universities in general, is gender balanced, women are 

notably underrepresented in the TV and film industry - a representation that further declines 

with seniority. A major underlying deterrent for women’s progression is the unconscious 

gender bias, which is created and perpetuated through systemic issues, preventing the 

industry from achieving gender equality. This thesis investigates an entrepreneurial 

approach as a means for women’s empowerment, and a potential route towards gender 

parity. In particular, the research examines how women’s entrepreneurial activity can 

generate opportunities for empowerment in the context of the British TV and film industry. 


Based on a review of the literature on Gender Views, Women Empowerment, and 

Entrepreneurship, qualitative research was conducted through interviews with eleven female 

industry professionals. The analysis takes the reader through the entrepreneurial journeys 

undertaken by the filmmakers enabling them to progress in the industry. An interpretative 

analytical approach has led to several key findings. Firstly, entrepreneurial activity, the 

process of developing resources and seizing opportunities, can lead to women’s 

empowerment. Secondly, the act of improving one’s set of resources can aid the creation of 

the appropriate conditions for an opportunity to take place. Thirdly, gaining independence 

represents an essential step in becoming empowered. Finally, once a woman becomes 

empowered she is in a better position to generate opportunities for empowerment for other 

women. The study concludes that while governmental and/or institutional intervention is 

required to reduce the unconscious gender bias pervading the industry, entrepreneurship 

plays a crucial role in building women’s empowerment and in addressing the gender 

imbalance. Further research is required to investigate beyond the theoretical and into the 

practical context to effectively measure and evaluate the actual value of entrepreneurship in 

the empowerment of women in the film industry. 
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INTRODUCTION 

The challenge for women in the arts is nothing new. George Eliot, considered by many to be 

one of the greatest novelists in the English language, in the mid-19th century, was forced to 

use a male pen name in order for her work to be published. Likewise, the Brontë sisters, 

Mary Shelley, Karen Blixen all hid behind male pseudonyms so that they could be 

appreciated for their art, and not be appraised on the basis of their gender. Nowadays, 

female novelists are accepted by society and no longer need to hide behind a fake identity. 


In the TV and film industry the gender bias (unconscious or otherwise) still prevails. The 

implications go far beyond the challenges for the individual and affect the culture and the 

opinions that we consume. As long as film and TV project a predominantly male view, this 

will continue to be reflected in the wider society, perpetuating the unconscious gender bias, 

which runs counter to our society’s movement towards gender equality. Each individual has 

their own story to tell, and excluding a group of individuals excludes a group of stories, and 

hence also a part of our culture. The UK government, and others around the world, 

subsidises TV and film production because it is seen as one of the key tools in soft power, 

projecting the culture and the values of society. But the voice projected is predominantly a 

male voice, since only 23% of key roles (in 2019) were held by women (BFI, 2020). There 

has been little progress in reducing the gender inequality in the industry over the last two 

decades, despite significant efforts to support women in the industry. The data shows there 

is no lack of female talent, nor a lack of popularity in films produced, directed or written by 

women, yet the stories of many women remain untold. This calls for an enquiry into the 

underlying causes of such gender disparity and the reasons why the efforts undertaken so 

far have not yielded results. This thesis investigates the gender imbalance in the British TV 

and film industry, and considers the benefits of an entrepreneurial approach as a means to 

increase the access to opportunities for women in the industry. Against this background, the 

research question to be answered is:


How can women’s entrepreneurial activity generate opportunities for empowerment in the 

British TV and film industry? 



The purpose of this thesis is to investigate, through a qualitative research study, the link 

between entrepreneurial activity and women’s empowerment. The research combines 

theoretical perspectives on Gender, Women Empowerment and Entrepreneurship with 

industry data and empirical data gathered through interviews with eleven women currently 

working in the British TV and film industry. By looking at the experiences of female 

filmmakers who have succeeded in the industry, the objective is to examine their journey 

towards empowerment, the barriers they face along the way, the success factors, and in 

particular how an entrepreneurial approach can contribute to their progress. 


The Strategic Design and Entrepreneurship Masters program asserts the value of combining 

creativity with business, in particular entrepreneurship. The thesis extends this perspective 

from the design field to another creative industry, namely the TV and film industry. In both 

cases, there is a conflict between the pure creativity of the “artist” and the harsh financial 

realities of the industries in which they work. Individual creativity is key to both sectors, but 

creativity alone cannot deliver the product to market. Entrepreneurship is often seen as an 

exclusive area for the business-minded, and not as an approach which can prove a useful 

resource to many professionals. The volatility inherent in the TV and film industry means that 

entrepreneurial skills are particularly relevant for professional advancement.


The introduction is followed by the background information, including a presentation of 

industry figures and trends. The thesis continues with a presentation of a literature review on 

Gender Views, Empowerment, and Entrepreneurship, which together with the secondary 

research lay the foundations for the analysis. The following section provides an overview of 

the qualitative methodological approaches used in the study. The thesis continues with the 

analysis section which follows the entrepreneurial journeys of the female filmmakers 

interviewed for the research. The analysis presents the barriers to the women’s careers and 

their entrepreneurial response that drove them to self-empowerment and concludes with a 

summary of the key findings. These will then be interpreted further in the discussion section, 

which includes a consideration of the limitations as well as the significance of the study, and 

a consideration for future perspectives. Finally, the thesis concludes with an overview of the 

research process and the results. 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BACKGROUND 

Gender inequality is a significant issue across industries, and the British TV and film industry 

is no exception. Throughout history, the UK film industry has been dominated by men, and 

to this day women remain heavily underrepresented. Research shows that in 2018, 26.4% of 

producers (Follows, 2019), 23.5% of scriptwriters and 13.6% of directors were female (BFI, 

2019).


In the last 20 years, the industry has seen an enormous increase in the number of film and 

video production companies from 3,065 in 1998 to 14,815 in 2018 (Statista, 2020). The 

industry has become gradually more fragmented as parts of the film production process are 

subcontracted to different companies, leading to an increasing number of small companies. 

Despite the expansion and increased fragmentation of the industry generating job 

opportunities, there is no evidence for significant change in the gender imbalance within the 

industry. The diagram below, shows that there has been very little change in the number of 

female directors in a ten-year period. Even though the chart is slightly outdated, one can 

see that the percentage of female directors in 2014 is only 1.6% lower than the percentage 

recorded in 2018 (see above), showing only a minimal sign of improvement. The data for 

female writers shows a similar trend, whereas the percentage of female producers has seen 

more noticeable change, albeit still only a 5% increase between 2007 and 2017 (Follows, 

2019; appx A.1).


	 	 	 	 	 	 	 Source: Follows and Kreager, 2016
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Figure 1:



A recent American study provides some 

evidence for an upward trend in terms of 

the percentage of women in key roles in the 

US film industry over the last five years, as 

one can see in Figure 2 (Lauzen, 2020). 

However, it is unclear whether this will be a 

sustained trend, or just a short-term 

reflection of the higher media focus on 

women in Hollywood, following the Me Too 

campaign. It also remains to be seen 

whether this trend will be mirrored in the 

British film industry. The evidence does not 

as yet show the same trend in the UK.


Not only are women underrepresented, but the opportunities available to them decline in 

direct proportion with the “value” of the opportunity. In the film industry there is a clear 

correlation between the film budget and the number of women in key positions. Although 

the number of students completing tertiary education is gender balanced, with equal 

numbers of male and female film students and students across academic disciplines, at 

each stage of progression within the film industry the level of representation of women 

declines significantly (Follows and Kreager, 2016). Figure 3 demonstrates this in terms of 

female directors. Furthermore, not only is it more difficult for women to achieve a senior 

position, but once there, their probability of future work is more limited than it is for men. 

Men are 13.1% more likely to direct a second film, 28.3% more likely to direct a third film, 

and 70.6% more likely to direct a fourth film compared to female directors, meaning that 

women struggle to progress even once they directed their first film (Follows and Kreager, 

2016).
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	 	 	 Source: Lauzen, 2020

Figure 2: Percentages of women in key roles 
(directors, writers, producers, executive producers, 
editors and cinematographers) on the Top 100, 250 
and 500 US films over the last 5 years.






	        	 	 	 	 	                     Source: Follows and Kreager, 2016


	           Figure 3: Representation of women declines with the increase of the budget of the film


In the TV industry there is a similar trend in career progression in relation to primetime 

programming: the higher the TV advertising revenue, the lower the chance an episode is 

predominantly female-written (Kreager, 2018; appx. A.2). This and the above data show that 

women have more limited access to financial resources compared to men. Noticeably 

though, the number of key roles given to women is significantly higher when the film is 

supported by public funding. However, between 2008 and 2014 this declined significantly 

with 32.9% of films having a female director in 2008, but only 17% in 2014 (Follows and 

Kreager, 2016). As of 2018, the BFI (British Film Institute) has committed to a target of 50-50 

gender balance in supported filmmakers (Kreager, 2018).
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The above figures seem to disregard the fact that female-directed films, compared to male-

directed films, receive higher ratings by film critics, as well as by both male and female 

audience members (Follows and Kreager, 2016, appx. A.3). This does not mean that female-

directed films are more lucrative. In fact, there is no clear evidence that a film’s profitability 

depends on the gender of the writer, director or producer, and anyway the profitability would 

partly be determined by the selection of films for distribution, which is also a male-

dominated environment.


A study conducted by Follows and Kreager (2016) reveals that the gender imbalances in the 

TV and film industry are essentially a result of unconscious biases created by systemic 

issues, which are producing and perpetuating these biases and determining the low number 

of films being made by women. The research singles out four systemic issues. Firstly, there 

is no regulatory system in place to monitor, document, and enforce gender equality, 

resulting in a lack of structured hiring and recruitment procedures. Secondly, the 

unpredictability of the industry leads people to be risk-averse, and justifies relying on the 

preconceived stereotype of the filmmaker being a man. Thirdly, given that films are generally 

short-term projects, this hinders long-term thinking and the adoption of effective HR 

practices. Finally, the prevailing gender inequality generates and perpetuates a vicious 

circle: the low representation of female filmmakers results in a lack of female role models in 

the industry, which reinforces the male stereotype of the filmmaker, leading industry 

professionals to assume that men are more suitable for the job, meaning that fewer female 

filmmakers are being hired, resulting in fewer women in the industry, where the cycle starts 

again. The self-sustaining loop explains the lack of perceptible improvement in the 

representation of women over the past decade. 


The UK law does prohibit discrimination based on gender (Gov.UK, 2020a), but this does 

not effectively address the problems in the industry. Government influence on the industry is 

effected in two ways. Television is regulated by Ofcom, the independent Office of 
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Communications (Ofcom, 2020), while film is influenced by the rules governing Film Tax 

Relief (Gov.UK, 2020b), neither of which address the gender issues in the industry.


Although not reflected in the industry figures, there have been some observable trends such 

as the trickle down effect, whereby women enable the work of other women. Just as a male 

senior staff has a tendency to hire predominantly male crew, it has been observed that this 

also applies to women (Kreager, 2018). The following diagram illustrates that top-level 

female creatives can have substantial impact on the gender of the production crew as a 

whole. For this reason there is much discussion about the necessity for more women in 

hiring positions, in order to work towards the desired gender parity.





	 	 	 	 	 	 	 	 Source: Kreager (2018)


With a rise in media coverage and in audience awareness, a significant effort is being made 

to move towards a more gender balanced industry. The BFI’s 50-50 gender inclusion target 

is a clear example of this. The BBC too has introduced its 50:50 Project, an initiative 

focused on increasing women’s representation in all BBC content and is aimed at inspiring 

other media organisations to equally represent men and women across their platforms 

7

Figure 4: 



(BBC, 2020). A number of other organisations including BFI Network, BIFA and BAFTA 

organise programs and workshops to support, champion and spur emerging female 

filmmakers to take a chance in the industry. 
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LITERATURE REVIEW 

This chapter presents the theoretical concepts that provide the support for the analysis of 

the empirical data, and which are necessary to answer the research question. The selected 

literature aims to shed light on concepts within the fields of Gender, Women Empowerment, 

and Entrepreneurship, and attempts to establish a link between such concepts. While these 

fields are very broad, each holding an extensive body of literature, only those concepts from 

each field that are relevant to this study will be presented.


GENDER VIEWS 

The term gender originated from the fields of medicine and psychoanalysis in the 

mid-1950s, and was first used to make a distinction between sex and gender: sex being 

used to refer to the biological classification of male and female, and gender to refer to the 

behavioural differences by sex (Udry, 1994). In other words, sex makes us male or female, 

whereas gender makes us masculine or feminine. While sex is understood as biologically 

given, gender is seen to be socially constructed (Lindsey, 2005).


The Social Construction of Gender 

There is wide consensus in the extensive body of literature in gender studies that gender is 

a social construct, suggesting that, in contrast to sex, which is unconditionally assigned at 

birth, gender is not fixed. In this view, gender is a product of social construction that can 

change over time and vary between and within cultures (Lindsey, 2005); put differently, as 

Butler (1986) explains, it is the cultural meaning and an aspect of one’s identity that is 

gradually acquired. Indeed, as de Beauvoir advocates: “One is not born, but rather 

becomes, a woman” (ibid., p.35).


Järviluoma et al. (2003) believe that gender influences every aspect of our being: it 

influences the way we identify ourselves, the way we perceive and structure the world and 

the events we participate in, and the society and culture that surrounds us. Järviluoma et al. 

(ibid.) also participate in the idea that gender is a social construction by referring to the way 
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that gender is socially and culturally created in language, social action and cultural 

products; but they add that it may also be regarded as a political tool, whereby ideologies 

can be created and transformed, thus shaping our perception of the world. As a result of 

such a construct, the world has become engendered, to the extent that it is strongly 

influencing our identities, everyday activities and behaviours, and ultimately that gender is 

being constantly “regularized, institutionalized, resisted, contested and transformed” (ibid., 

p.7).


Gender Roles and Relations and Gender Inequality 

In accordance with the constructivist view, gender roles are also socially and culturally 

created. Lindsey (2005) defines gender roles as expected attitudes and behaviours 

associated with each sex, which are prescribed by a society. According to Scott (2013), 

such roles arise from social norms. He argues that some values and norms apply to society 

as a whole, while others only apply to specific groups of people, and in this latter case 

societal roles arise, including gender roles; and, subsequently a system of norms prescribes 

what the relations between individuals ought to be (Parsons, 1990). Haug (2005) argues that 

the precise fact that genders and gender roles emerge from a social process, means that 

they are bound to be unequal. Their inequality then shapes the relations between men and 

women, which in turn become fundamental regulating relations in society (ibid.).


Until recently, history has been recorded from androcentric and patriarchal perspectives 

(Lindsey, 2005). In most societies, men have dominated roles and positions that give them 

the highest levels of power, status and rewards (England, 2001). Traditionally, in Western 

philosophy, writers would uphold the exclusion of women from powerful positions by 

advocating that women are inherently less rational and autonomous than men, and thus 

innately inferior to men (ibid.). The danger is that when men and women are socially 

recognised as being unequal, beliefs about inequality become, to a certain extent, accepted 

as legitimate by both the privileged and the oppressed, and institutionalised, making it 

easier for the more powerful to justify inequality towards the powerless (Lindsey, 2005). In 

the middle of the 19th century in Western countries, some non-conformist feminists tried 

contesting the idea that women are inferior to men by arguing that had they equal 

10



opportunity of education and socialisation they would be capable of rationality and 

autonomy (England, 2001). Education and socialisation were important areas where gender 

inequality prevailed but it was present all over: in the professional environment, in the 

household (in terms of tasks as well as domestic violence), in the right to vote, in the right of 

ownership, etc. (Sen, 2001). Gender relations stimulating gender inequality were enforced 

by the law, which in the eyes of many women fighting for equal rights meant that the law 

was also the means for women’s emancipation from gender roles and inequality (Haug, 

2005). What followed was a long battle for equal rights, until gradually laws against gender 

discrimination came into force and women started earning their right to work, study, vote, 

etc.


Over the last few decades, women have been increasingly involved in paid work in all 

industrial societies, nevertheless jobs continue to be, to a certain extent, sex segregated 

(England, 2001). Some of the barriers seen to hinder women from entering jobs typically 

associated with men, include harassment of women entering such jobs, political 

manoeuvring imposing policies to keep women out of certain roles, as well as cultural 

beliefs that push both men and women to enter stereotypical jobs associated with their own 

sex (ibid.). However, some economists explain sex segregation in the professional 

environment as a result of statistical discrimination, a concept that refers to the use of an 

apparent characteristic such as sex to make inferences about less visible qualities (ibid.). 

This suggests that employers are aware of the average gender differences between men 

and women and based on this knowledge they treat all women as if they were the average 

woman. This implies that if the average woman does not have the expertise needed for a 

specific job, then no woman does, not even a qualified woman. In this view, the average is 

understood and adopted as the norm.


Lindsey (2005) argues that when normative role behaviours stiffen, it leads to the 

development of stereotypes, namely generalised and oversimplified characteristics and 

images attributed to people from a same status group who share common traits. The 

prominent studies on gender stereotypes demonstrate that women are generally associated 

with traits such as being emotional, expressive, warm, nurturing, humble, intuitive, unselfish; 
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while men are associated with traits such as being rational, competent, independent, tough, 

repressive of their emotions (England, 2001; Deaux et al., 1984). The stereotype threat 

theory suggests that even though someone may not believe in a specific stereotype, the 

mere presence of a stereotype in a given environment is enough to affect that person’s 

cognitions, motivations and behaviours (Chalabaev et al., 2013). This theory, among many 

others, provides evidence that to a varying extent stereotypes are internalised and 

contribute to the social construction of the differences between the genders, and therefore 

also intensify the gender imbalance (ibid.). 


Here we see that gender inequality cannot be put down to one specific problem, but rather 

emerges from norms and beliefs, constructed gender roles, behaviours, societal structures, 

political practices, all of which complement and reinforce each other. Despite having come a 

long way in closing the gender gap, gender inequality is still rampant in our society today 

(Gottdiener, 2019).


WOMEN EMPOWERMENT 

The concept of women empowerment is the outcome of many significant critiques and 

debates emerging from women’s movements around the world and feminists fighting for 

women’s rights (Sahay, 1998). All over the world, in almost every society, women assume 

unequal position and status to men, which creates the drive for empowerment by providing 

equal opportunities. Empowerment is generally seen as a social process, through which 

people can gain control over their own lives (Mandal, 2003). However, the term 

empowerment is understood in different ways depending on the socio-cultural, economic 

and political contexts, leading to various definitions of the term. These definitions tend to 

include concepts such as self-strength, self-control, personal choice, independence, etc. 

Chandra (1997 in: Sahay, 1998, p.18) suggests that “Empowerment in its simplest form 

means the manifestation or re-distribution of power that challenges patriarchal ideology and 

the male domination”. Alternatively, Moghadam (2007) argues that “Empowerment is multi-

dimensional and refers to the expansion of freedom of choice and action in all spheres 

(social, economic, and political) to shape one’s life. It also implies control over resources and 
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decisions” (p.140). The process involves addressing the role that powerlessness plays in 

generating and reinforcing personal and social issues and it aims at developing critical 

awareness, feelings of collective and self-efficacy, as well as skills for personal, 

interpersonal and social change (Sahay, 1998). Empowerment is therefore both a process, 

as well as the result of such process (ibid.).


As one may see from the word itself, empowerment is inextricably associated with the 

concept of power. Kabeer (1999) argues that one way of seeing power is in terms of the 

ability to make choices. She continues by arguing that if being disempowered means that 

one is denied choice, then empowerment refers to a process of change, the process of 

going from the state of being denied choice to acquiring that ability to choose. Choice 

necessarily implies that there are possible alternatives, and therefore the ability to have 

chosen otherwise.


Sahay (1998) states that women empowerment requires effective action on behalf of 

oneself. In line with this idea, Hall (1992) explains that women must make effective choices 

to begin the process to empowerment. Firstly, women have to want and choose to be 

empowered. Secondly, women must choose to lead a meaningful life and question the 

quality of their life in order to eventually live more fully and productively. Thirdly, the choice 

of being empowered is related to the choice to be one’s self and to develop one’s potential 

by choosing actions and building resources. Fourthly, when women accomplish 

empowerment, they are in a better position to help others, making a contribution to society.


While self-action can be understood through Hall’s consideration of strategic choices in the 

path to women empowerment, it can also be understood through Kabeer’s discussion of the 

concept of agency. Kabeer (1999) uses the term agency to refer to one’s ability to define 

goals and work towards them, but also more profoundly it concerns the meaning, 

motivation and purpose that people attribute to their activity, also known as the power 

within. The term agency is usually used in terms of the decision-making process, through 

which choices are put into effect. Agency can take several forms, such as bargaining, 

negotiation, manipulation, and indeed, can have both positive and negative meanings in 
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relation to power. It can refer to an individual’s ability to be in control of personal life choices 

and act upon them, but it can also apply to one’s or a collective’s ability to override the 

agency of others, through coercion, violence or threat. One must note that power can  be 

exerted even without any explicit agency. Norms, structures and legislation prescribing 

social behaviour tend to demonstrate that some outcomes are generated in the absence of 

any evident exercise of agency. 


These different forms of agency have led to inequality of agency, whereby women do not 

have and are not given the opportunity to exercise their own life choices. Access to 

opportunities depends on, and to some extent, is constrained by formal legislations that 

model institutional and societal ideologies, as well as unspoken social rules and cultural 

norms, and oppressive representations present in the cultural context that defines 

appropriate behaviour in such context (Kabeer, 2003). Therefore, to some extent 

opportunities depend on the external environment, as well as on personal resources.


According to Kabeer (1999), resources represent the preconditions and the medium through 

which agency is exercised and thus they contribute to enhancing the ability to make 

choices. Resources include material as well as human and social resources. These latter 

resources are acquired through social relationships in different spheres of society - family, 

markets, communities, etc. However, access to such resources is restricted to the rules and 

norms that are institutionally imposed, giving authority to some individuals over others in 

deciding the principles of distribution and exchange of resources.


During this process they will inevitably face social and institutional resistance, but 

empowerment will persist for as long as women continue working to pursue their goals, and 

in the long term their empowerment will provide balance rather than disruption to social 

relations (Hall, 1992).
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ENTREPRENEURSHIP 

There is an extensive body of literature on the nature of entrepreneurship, shining a light on 

what it means to be an entrepreneur and how new organisational forms, products and 

services may be created. Decades of research on entrepreneurship has almost torn the 

word apart in its meaning, however many scholars have come close to defining the terms 

entrepreneurship and entrepreneur. It goes without saying that one does not exist without 

the other: in order to generate entrepreneurial activity, there must be entrepreneurial 

individuals who seize entrepreneurial opportunities (Casson, 1982).


Schumpeter (1947) popularised and conceptualised the term entrepreneurship by explaining 

that its “defining characteristic is simply the doing of new things or the doing of things that 

are already being done in a new way (innovation)” (p.151). Like Schumpeter, others 

associate the term “entrepreneur” with the person who founds a new business venture, but 

this would mean that people who inherit or acquire an existing business do not fit this 

definition of entrepreneur (Cunningham & Lischeron, 1991). Others relate entrepreneurship 

to the creative activity of an innovator, however, in this case those engaging in 

entrepreneurial and business activities would be omitted from this definition (ibid.). Some 

claim that entrepreneurial is the person who has strong motivation and initiative to turn 

resources to practical account (Hisrich, 1990), for others, entrepreneurship is the process of 

generating wealth, and others still argue that entrepreneurial are those who recognise and 

seize opportunities (Kuratko and Audretsch, 2009). Many scholars have also tried to define 

the entrepreneur based on personality traits.


The trait approach is one of the classical and early approaches defining the entrepreneur 

and it proposes that entrepreneurship is a function of psychological traits that certain 

people possess. This approach has been used in the attempt to answer the question: why 

do some people and not others become entrepreneurs? (Baron, 2004). The prevailing 

entrepreneurial traits identified include, among others, risk taking, proactiveness, 

innovativeness (Cauthorn, 1989), optimism and realism, rationality (Liang & Dunn, 2008), 

passion and tenacity (Baum et al., 2004), and Cromie and Johns (1983) maintain that 

entrepreneurs demonstrate more self-confidence, persistence and achievement values 
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compared to non-entrepreneurs. In this approach, entrepreneurial traits are seen to explain 

entrepreneurial behaviour and the relative success of an entrepreneur (Chell, 1985).


While certain personality traits may be commonly found among entrepreneurs, there is no 

specific cluster of traits that uniquely differentiates the entrepreneur from other groups. 

Indeed, the personality approach has been hugely criticised in the literature predominantly 

because of its simplicity. Baum et al. (2012) assert that entrepreneurship requires a too 

diversified set of behaviours for it to be related to specific personality traits, thus 

measurement of traits alone is an inappropriate method to predict behaviour (Harré, 1979), 

while Chell (1985) reasons that this approach does not take into account the situational and 

environmental factors which can impact someone’s behaviour.


These distinct views and approaches provide evidence of a lack of agreement on the 

definition of entrepreneurship, nevertheless they all contribute to the understanding of the 

term. For the purpose of this thesis, the term entrepreneurship is used in a way that is not 

limited to the concept of creating a new business nor is an entrepreneur recognised purely 

as someone who has specific traits or behaviours. Indeed, this thesis focuses on the 

entrepreneurial spirit which people require to take part in entrepreneurial activity, and which, 

as the notion indicates, goes beyond just personality, attitudes, or learnt models. For this 

reason, I adopt Aldrich and Zimmer’s (1986) definition of entrepreneurial activity that ‘‘can be 

conceptualized as a function of opportunity structures and motivated entrepreneurs with 

access to resources’’ (p.3). This definition implies that for entrepreneurial activity to take 

place there must be opportunities to grasp, resources to exploit and a driving motivation, 

which will now be discussed.


Entrepreneurial Motivation 

Okafor and Amalu (2010) describe motivation as “the set of forces that initiates behavior 

and determine its form, direction, intensity and duration” (p.9). The variance in motivation 

across people will determine who pursues entrepreneurial opportunities, how they undergo 

the entrepreneurial process, and to a great extent the outcome of such process (Shane et 

al., 2003). 
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When considering entrepreneurs’ motives in the entrepreneurship literature, it is clear that a 

distinction between ‘necessity-driven’ and ‘opportunity-driven’ entrepreneurship has been 

drawn. Necessity-driven entrepreneurs are usually pushed into entrepreneurship because of 

a lack of employment opportunities or of satisfaction in their work (push factors); whereas 

opportunity-driven entrepreneurs are drawn to entrepreneurship out of choice (pull factors) 

(Williams, 2008). In addition, motivation can be understood in terms of intrinsic and extrinsic 

motivation. Intrinsic motivation emerges in an individual from the deep-seated value of the 

work itself, such as personal satisfaction and growth; in contrast, extrinsic motivation arises 

from the desire to obtain outcomes that are separate from the work itself, such as money, 

promotions and power (Amabile, 1993). Amabile (ibid.) notes that both intrinsic and extrinsic 

motivators are present in the vast majority of entrepreneurial tasks and processes. Most 

entrepreneurial research assumes that entrepreneurs are prompted by external rewards, in 

particular money, power and status, however, reality shows that many people participate in 

entrepreneurial activity as an end in itself (Carsrud and Brännback, 2011). As such, intrinsic 

motivation can explain why people engage in social entrepreneurship when there are no 

apparent rewards besides an internally produced satisfaction.


Carsrud and Brännback (2011) believe that motivation is the spark that triggers the 

entrepreneurial process as it represents the link between entrepreneurial intentions and 

actions. Some of the prevalent motivational concepts are identified and include: need for 

achievement, drive, goal setting, vision, risk taking propensity, self-efficacy, locus of control, 

desire for independence, passion and role models.


Need for achievement refers to the willingness to face challenges in order to attain success 

and excellence (Deshpande et al., 2013). It entails the belief of being able to carry out a task 

in a better or faster way than anyone else and better than the person’s own previous 

accomplishments, suggesting that the individual compares his or her existing frame of 

reference with his or her own desire to achieve (McClelland, 1990). McClelland (1961) 

argued that people high in need for achievement are more likely to engage in entrepreneurial 
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activity, in particular in tasks that involve a significant amount of individual responsibility for 

outcomes, skills, effort, risk and clear feedback on performance. 


Drive is related to need for achievement but is used in a broader sense. Shane et al. (2003) 

refer to drive as one’s willingness to invest effort both in terms of thinking and of bringing 

one’s idea to life. They argue that ambition, goals, persistence, energy and stamina are all 

aspects that create drive. Ambition influences an entrepreneur’s wish to create something 

important when they pursue opportunities and can include the desire to make money or to 

create something new. Ambition then translates into forming personal goals and goals for 

others. High levels of energy and stamina are necessary to attain high goals and when one 

is able to maintain such energy over time, then one becomes persistent. There appear to be 

two main factors to enable such persistence over time, the first being self-efficacy, which 

will be discussed below, and the second being love (ibid.).


Goal setting also plays a very important role in motivation. Goals are mental representations 

reflecting a possible future, therefore encouraging people not to give up, a behaviour 

noticed in many entrepreneurs (Perwin, 2003). Locke and Latham (1990) maintain that high 

goals generally lead to better performance. Entrepreneurs need to be able to monitor their 

position in relation to their goals in order for them to be able to adapt to changing situations 

or contingencies so that they can achieve those goals (Carsrud and Brännack, 2011).


Vision is a long-term goal that the entrepreneur aims to achieve through his or her venture. 

According to Shane et al. (2003) a vision exists in an entrepreneur’s mind when he or she 

intends to seize an entrepreneurial opportunity, helping him or her to understand how to 

best exploit the opportunity. The entrepreneur will then communicate the vision to all 

employees and stakeholders in order to align everyone’s actions with the business goals. 


Risk taking propensity has been defined as someone’s willingness to take a moderate level 

of risk (Begley, 1995). Entrepreneurs with higher levels of need for achievement will prefer 

activities with a moderate amount of risk making the activity challenging but still attainable 

(Shane et al., 2003). Liles (1974) believes that entrepreneurs must accept uncertainty in 
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terms of financial, psychological, professional well-being as well as regarding family 

relations. Despite many claims, business founders have not been found to be characterised 

by a higher willingness to accept risk compared to managers nor compared to the general 

population (Low & MacMillan,1988). However, Corman and his colleagues (1988) found that 

actually, compared to other groups, founders objectively appear to have higher propensity 

for risk, but they do not perceive their actions as risky. This suggests that the risk taking 

propensity is intertwined with self-efficacy. 


Self-efficacy is the belief in one’s ability to exploit the necessary skills and resources to 

reach a certain level of achievement, in other words it is a task-specific self-confidence 

(Shane et al, 2003). A person with high levels of self-efficacy will invest more time and effort 

in a specific task, will persist through setbacks, aim for more ambitious goals and develop 

better strategies for the task. Baum (1994) found that self-efficacy, in terms of growing a 

company, was the single best predictor for actual growth.


Locus of control is the degree to which people believe that their actions directly affect the 

outcome and therefore their control over the outcome of a process (Shane et al., 2003). 

People with an internal locus of control believe to have a stronger sense of control over their 

own environment (Shane, 2003). People with higher need for achievement perfect activities 

where they feel in control of the situation, where they can see how their actions directly 

affect the results (McClelland, 1961). Rotter (1966) added that people with internal locus of 

control and need for achievement would likely aim for those entrepreneurial roles that would 

allow them to have greater control over the outcome.


Desire for independence refers to those people who prefer to engage in independent action 

rather than action involving others (Shane, 2003). Many researchers believe that 

entrepreneurial activity requires high levels of independence, partly because they are 

responsible for the opportunities they exploit, and also because they are responsible for the 

outcomes. Individuals with such desire are more likely to grasp entrepreneurial opportunities 

as it involves following one’s own judgement in contrast to following that of others. Desire 
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for independence has been found to be the most common motivation for starting a new 

venture (Hisrich, 1990).


Passion, and perhaps more precisely as Shane et al. (2003) put it, egoistic passion is a 

passionate, selfish love of the work. They suggest that ego is a fundamental motive in the 

work of many entrepreneurs, who are motivated to create something that is actually in their 

own interest, and love the process of creating that something and making it profitable. 

Unsurprisingly, it has been found to be strongly linked to businesses’ growth (Baum et al., 

2001).


Role models are a final important entrepreneurial incentive. Role models can be family, 

friends or successful entrepreneurs who set examples to be followed by others and who 

may inspire others to make certain decisions and achieve certain goals (Bosma et al., 2012). 

Role models can be seen in a supportive capacity, as a mentor to follow during the 

entrepreneurial process. Individuals are attracted to role models they can identify with in 

terms of certain characteristics, behaviours and goals, and from whom they can learn 

certain capabilities and skills, thus enhancing their own self-efficacy (ibid.).


The above are some of the prevalent drivers and factors that often lead people to start a 

new venture. One must note that they are inextricably interlinked, and therefore hard to 

separate one from another and to examine independently (Shane et al., 2003). Additionally, 

while these are generally considered the main concepts relating to entrepreneurial 

motivation, one must be aware that they can differ between men and women. For example, 

the desire for independence is the primary motive for both male and female entrepreneurs, 

but for men the second main reason is money, whereas for women other motives include, in 

rank order, job satisfaction, opportunity and then money (Hisrich, 1990). This will be further 

explained in Gender and Entrepreneurship.


Entrepreneurial Opportunities 

Entrepreneurial opportunities are a central component of entrepreneurship, in that without 

an initial opportunity it would be very unlikely for the entrepreneurial activity to take place. 
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As a matter of fact, Shane and Venkataraman (2000) describe the field of entrepreneurship 

as the study of “how, by whom, and with what effects opportunities to create future goods 

and services are discovered, evaluated, and exploited’’ (p.218). Subsequently, 

entrepreneurial opportunities can be defined as “those situations in which new goods, 

services, raw materials, and organizing methods can be introduced and sold at greater than 

their costs of production’’ (ibid., p.220). This definition implies that there is a monetary profit 

to be made, however the focus of this thesis is less on the economic outcome of the 

process and more on the existence and exploitation of an entrepreneurial opportunity as a 

means to achieve empowerment.


The main debate in the research on entrepreneurial opportunity lies in whether opportunities 

are discovered or created by entrepreneurs. Some researchers believe that opportunities are 

by nature subjective or socially constructed, making it impossible to separate the 

opportunity from the entrepreneur, whereas others confute this by arguing that opportunities 

are an objective construct visible to or created by the attuned entrepreneur (Plummer et al., 

2007). 


Shane (2000) argues that before an entrepreneur can benefit from an opportunity, he or she 

must discover the opportunity in one of two ways: through search or recognition. He 

explains that many researchers have argued that people discover opportunities because 

they have a superior  ability of processing information and better search techniques, which 

lead them to discover opportunities more easily than others. Other researchers have 

retorted that people do not search for entrepreneurial opportunities given that an 

“opportunity, by definition, is unknown until discovered” (p.451). Therefore, since one cannot 

search for something that they do not know exists, the entrepreneur discovers opportunities 

through the recognition of valuable new information obtained by other means, which is 

related to previously acquired knowledge.


A similar view is that of Casson and Wadeson (2007), who believe that the concept of 

project and the concept of opportunity are closely related. While they see a project as a 

cluster of resources assigned to a specific task for a period of time, opportunity is a project 
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that is not yet in process. In other words, an opportunity is an unexploited project, in a well-

defined array of possible projects, that is perceived by the entrepreneur to be potentially 

advantageous. They add that discovering an opportunity implies that the individual has 

scanned the set of opportunities and has selected a project that meets the criteria 

established by the entrepreneur for a potentially fruitful project. Plummer et al. (2007) add 

that entrepreneurs who discover opportunities, in an objective sense, do not actually 

discover an opportunity that is genuinely new, but rather one that is under-exploited by 

other people. 


A different perspective is proposed by Buenstorf (2007) who believes that opportunities are  

largely created by the activities of human agents, suggesting that opportunities can be 

deliberately created by the entrepreneur but more often they tend to be unintended 

consequences of human action. Subsequently, Buenstorf makes the distinction between 

higher-order opportunities, namely the opportunity to create the opportunity, from the 

opportunity itself. This means that the conditions to create an opportunity precede the 

opportunity itself and can be established either by the entrepreneur or by someone else. In 

this view, the entrepreneurial opportunity can therefore be created as well as discovered. In 

line with Buenstorf’s view, Buchanan and Di Pierro (1980) argue that the entrepreneur is 

faced with many choices, where the potential outcomes and alternatives cannot be fully 

known at the time of the choice itself. Indeed, the entrepreneur therefore essentially creates 

his or her opportunity set, and through the act of choosing he or she may enter a world that 

unfolds with choice itself.


The above are essentially the lines of thought around entrepreneurial opportunity. While they 

are rather divergent views, they offer a general understanding of how one may interpret the 

origins of opportunities in the entrepreneurial field. Having presented literature on 

entrepreneurial motivation and opportunities, I shall now turn to entrepreneurial resources. 


Entrepreneurial Resources 

Resources are defined as the tangible and intangible assets that are used to exploit 

competitive opportunities in the market (Alvarez and Busenitz, 2001). Generally, resources 
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have been categorised into physical, technological, human, financial and reputational 

resources (Barney, 1991; Grant, 1991). Resources include all sorts of assets, ranging from 

equipment and the physical space, to intellectual property, patents and copyrights, to 

creative, organisational and collaborative skills, technical expertise and knowledge, to 

money, to brand name and reputation (Black and Boal, 1994; Mosakowski, 1998). Many  

researchers argue that external social support networks, consisting of friends, family, 

mentors and/or industry professionals, also represent a significant resource. Hisrich (1990) 

suggests that it is important for entrepreneurs to establish a moral support system, from 

which they can derive encouragement, understanding and assistance, as well as a 

professional support system, from which they can get professional advice, information and 

resources. Indeed, the entrepreneur may obtain additional resources, including capital, by 

leveraging existing resources and networks (Honig, 2001).


One must note that entrepreneurial opportunities exist fundamentally because different 

people have different beliefs about the value of resources when they translate from inputs to 

outputs, and, when recognised, these differing beliefs about the value of resources are 

themselves resources too (Shane & Venkataraman, 2000). Conclusively, resources are 

essential for the entrepreneurial process but entrepreneurs must have a set of resources 

readily available even before they engage in the activity, since, as Wiklund and Shepherd 

(2003) put it, without knowledge as a resource, the entrepreneur would be less capable of 

identifying and exploiting new opportunities.


GENDER AND ENTREPRENEURSHIP 

To date, much of the research in the field of entrepreneurship has been focused on male 

entrepreneurs. Until recently, gender has been seen as an intervening variable in the study 

of what was considered non-gendered entrepreneurship (Minniti and Naudé, 2010). The 

study of female entrepreneurship flourished in the 1990s as researchers started observing 

obstacles that female entrepreneurs faced in the launch and management of a business, 

ranging from finding confidence, advice, funding, as well as access to business networks, to 

surmounting family hostility and a culture of masculine advantage (Still, 2005). With the rise 

23



of female entrepreneurs, there has been a corresponding rise in literature on female 

entrepreneurship, which is still in the process of gaining attention and is still far from 

exhaustive (Hughes et al., 2012).


As women are becoming more and more involved in entrepreneurship, their contribution is 

being increasingly recognised, not only in terms of creating employment and economic 

growth, but also in terms of diversity of the entrepreneurial process (Verheul and Thurik, 

2001). Although there are more similarities than differences, men and women entrepreneurs 

do differ on certain levels; for example, men usually list investors, bank-loans, and personal 

funds as sources of start-up finance, whereas women usually rely almost entirely on their 

personal assets or savings; men are more often considered specialists in the field of their 

ventures and women more generalists; men are more likely to start a business in 

manufacturing, construction, or high-tech fields, whereas women tend to enter service 

related fields, such as retail, public relations, or educational services (Hisrich, 1990). They 

also differ in terms of their motivations (as mentioned above), they pursue different goals, 

and structure and run their businesses in different ways (Verheul, 2003; Verheul, et al., 2006).


There are clear differences between men and women’s preferences in many aspects of the 

entrepreneurial practice. However, there are also differences in the challenges they face. For 

example access to finance, which in essence is not associated with entrepreneurial 

behaviours, but rather, as Lewis (2006) puts it, is attributed to “the flawed application of 

what are assumed to be fundamentally gender-neutral regulations and practices” (p.454). 


Part of the privilege of belonging to the favoured gender group is that one’s own gender is 

often invisible to oneself. In a study, Whitehead (2001) asked a group of male managers “Do 

you think your experiences in education as a manager have in any way been affected by you 

being a man?” (p.77) and noticed that the respondents were clueless as to what the 

question referred to. In contrast, when women were asked the same question, they had no 

difficulties in expressing their opinions on the gendered subjectivity of entrepreneurship that 

they face on a daily basis. It becomes clear in Whitehead’s research that women have to 
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accept gender as an active identity, while men are able not to consider gender at all or the 

role it plays in everyday life.


This comparison between men and women does not shed any light on the fact that there 

are also many women who treat entrepreneurship as gender-neutral, or more precisely, 

attempt to mask its gendered nature and to avoid being recognised as being different from 

the masculine norm of entrepreneurship (Lewis, 2006). While researchers emphasise the 

study of entrepreneurship as a gendered phenomenon, this ideology of gender-blindness 

becomes more accepted, making it increasingly challenging for those interested in exploring 

the gendered nature of the field. 


EMPOWERMENT AND ENTREPRENREURSHIP 

Despite the gendered nature of the subject, entrepreneurship is often considered a form of 

empowerment for women, in particular a solution to the oppression that women often 

experience as they progress up the corporate ladder (Apter, 1993). Moore (2005) advances 

the notion that entrepreneurial women strive for autonomy; they especially desire to leave 

male-dominated environments and create “a new game using their own rules” (p.44). As 

previously mentioned, desire for independence is the primary motivation for undertaking 

entrepreneurial activity, but it is also the main drive for women empowerment. Another 

motivation for empowerment is the desire for self-expression. In their research, Gill and 

Ganesh (2007) found that many women felt that by starting a business, they could bring 

aspects of themselves and their personal life into their work life.


Recent feminist work suggests that the process of women empowerment through 

entrepreneurship can be triggered by the exact constraints that hinder their personal and 

professional growth (Gill and Ganesh, 2007). According to Gill and Ganesh (2007), these 

constraints include gender discrimination as well as mental stimulation. Firstly, they found 

that even though gender discrimination is seen as a constraint, many women feel a desire to 

respond to such discrimination with a strong determination to succeed - a feeling they 

found empowering. This means that discrimination can be seen as a constraint but also a 
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means for empowerment as it allows women to fight for control of their situation. Secondly, 

many women found the inherent difficulties involved in the entrepreneurial activity 

particularly challenging, but also mentally stimulating and allowed for creativity, leading to 

self-fulfilment and, consequently, empowerment. Additionally, the authors found that many 

women in their study mentioned support groups, whether it was family or businesswomen’s 

groups, as a major source of encouragement and of empowerment.


Despite the importance of external actors, entrepreneurship and empowerment are 

essentially the result of self-action. It is possible to draw a parallel between the arguments 

proposed by Kabeer and Sahay who suggest that in order to be empowered one requires a 

sense of agency and self-action, and Shane et al.’s (2003) observation that entrepreneurship 

involves human agency, from external actors, but especially from the entrepreneur him/

herself. The entrepreneurial process happens in light of people’s personal ability to act to 

pursue opportunities, which varies across people given their differing personalities and 

interests (ibid.). The above theories show that there is a strong affinity between 

entrepreneurship and the journey towards empowerment.


CONCLUSION OF LITERATURE REVIEW 

In this chapter, I have presented an overview of the literature on gender, empowerment and 

entrepreneurship. The literature on gender discusses gender and gender roles as social 

constructs, which coupled with the social norms and with the institutional structures, which 

tend to by characterised by patriarchal and androcentric systems, have led to significant 

gender inequality in our society. Normative behaviour, including stereotypes, cultural 

customs and traditions, as well as social structures, contribute to the internalisation and to 

some extent to the acceptance of such gender differences. Although over the last decades 

Western countries have seen a noticeable decrease in issues relating to gender inequality, 

the gender balance is still too fragile in our society today, drawing attention to the enduring 

importance of the need for women empowerment. The literature on empowerment 

elucidates that women empowerment is about the ability to take control over one’s life 

choices, to set goals and to act upon these goals, all of which requires self-action. The 
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motivations and resources seen in the empowerment literature appear to overlap with those 

seen in the entrepreneurship literature. Motivations, including the desire for independence, 

self-expression, and the need for achievement lead many women to undertake 

entrepreneurial activities. The resources they need to do so are both material and human, 

including money, skills and networks of people from which one may obtain additional 

resources, for instance access to finance, access to information and advice, as well as 

access to opportunities. Opportunities in terms of entrepreneurial activity also overlap with 

the opportunities for empowerment, and can be created by the individual herself or by other 

people, in the latter case the woman will have to identify such opportunity among a set of 

different options. Either way, to seize opportunities and employ resources, one has to act 

upon one’s own drive and determination, leading one to conclude that both entrepreneurial 

action and the process of empowerment happen as a result of self-action. 


In the analysis of the primary research, the thesis will draw attention to the motivations, 

resources and opportunities, as well as the challenges which the women I interviewed 

experienced in their entrepreneurial journey, all of which will provide an understanding of 

how entrepreneurship can empower women in the context of the UK TV and film industry. 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METHODOLOGY 

This chapter presents the methods used to explore the selected case and answer the 

research question. I will present the research philosophy, research method and then the 

data collection method, in which I particularly focus on the interviews, as well as the sample 

group interviewed. Subsequently, I will discuss the ethical considerations in relation to the 

interviews, as well as the reliability and validity of the data. 


RESEARCH PHILOSOPHY 

Understanding the various philosophical approaches to qualitative research is fundamental 

to determine the general research design and research strategy. The two major 

philosophical research approaches are ontology and epistemology. The former refers to the 

existence of and relationship between people, and it can be divided into objectivism and 

subjectivism. Objectivism assumes that the social world exists independently of people and 

their actions, whereas through the subjectivist lens reality is understood as subjective, 

meaning that perceptions of the world differ among people and that it will change over time 

and context (Eriksson and Kovalainen, 2008). The term constructivism is often used to 

explain the social nature of reality, and above all the way that people construct social reality 

through social interaction and shared understanding through language and meanings. In 

contrast, epistemology refers to the way knowledge can be produced and argued for, as 

well as the understanding of what kind of scientific knowledge is available and what are the 

limits of that knowledge (ibid.). 


These two fundamental philosophical concepts provide the foundations for specific 

philosophical positions within the social sciences. There are three main positions: 

positivism, interpretivism and critical realism. Positivism is the most common approach in 

management research and emerges from empiricism, which views reality as being 

composed of observable material things; interpretivism arises from the subjectivist 

perspective, which sees reality as being socially constructed; while critical realism is 
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associated with substantialism, which views reality as material, but also recognises that 

people interpret reality differently (ibid.).


In this research study I have adopted a subjectivitist/constructivist approach and hence an 

interpretivist philosophical position, given that I attempt to answer the research question 

through the analysis of the personal experiences of the women interviewed and through the 

interpretation of the meaning extracted from such analysis.


RESEARCH AND ANALYTICAL METHODS 

A qualitative research method has been applied, since the focus of this research is on 

observing and interpreting the experience of social actors, which would be difficult to 

quantify. The qualitative method was executed through semi-structured interviews (by 

telephone) and one structured interview (in writing). The qualitative method is flexible and 

leaves space for exploration, given the unstructured nature of the problem being examined 

(Ghauri et al., 2020).


There are two main models of social science research used in the analysis of the qualitative 

data: namely deduction and induction. The deductive method concerns the formulation of 

hypotheses and theories from which a specific phenomenon is defined, while the inductive 

method uses observed cases to draw general statements or claims about most cases of the 

same kind (ibid.). 


This research uses primarily an inductive method of inquiry and to a lesser extent also the 

deductive method. With a strong interest in the film industry, and as a young woman eager 

to enter the film industry, I was particularly interested in choosing Women in Film as the 

general topic for my research, and I was keen to learn more about how women could 

become empowered in the film industry. This led me to choose a case to focus on in order 

to create specific boundaries for my research study. Through the BFI Network, I was able to 

get in touch with a number of writers, directors and producers in the early stages of their 

careers, as well as female talent and program coordinators working with emerging 
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filmmakers. This in turn led me to delimitate my thesis topic to Empowerment of UK-based 

Emerging Female Filmmakers through Entrepreneurship. The topic, the case and the first 

interviews, therefore, provided the starting point for my thesis, which followed with an 

examination of literature on gender, empowerment and entrepreneurship, which in turn 

helped to define and refine the research question and structure the research study. The 

inductive approach was somewhat intertwined with the deductive approach. The research 

process was not linear, but rather a process of moving between research activities, 

empirical observations and theoretical concepts, allowing for an open approach in analysing 

both theory and the empirical findings. 


The research is based on a single-case study. It is an exploration of a contemporary 

phenomenon in a confined system, in terms of time and place, within a real-life context, 

involving multiple sources of information (Yin, 2002). The case under inspection involves 

understanding how entrepreneurial essence may lead to female filmmakers’ empowerment 

in the context of the British TV and film industry. The parameters of the case are therefore 

set to include women at entry level to mid-level (as opposed to well-established, Hollywood 

level filmmakers), in the UK, and in the present. 


This research studies a problem that has not yet been clearly defined by other researchers, 

so the aim is not to provide conclusive evidence, but rather to explore the research topic 

and provide a better understanding of the problem itself. The case is explored through 

empirical data, gathered from in-depth interviews with eleven female industry professionals, 

and through theoretical concepts. The interviewees were asked questions about different 

concepts and perspectives in relation to the topic under investigation. Their answers 

provided a natural variation of the empirical data and allowed me to study the case from 

different angles. The data was analysed using an inductive-oriented analytical strategy, 

whereby themes, categories, patterns were extracted from the interviewees’ responses, 

interpreted and compared with theoretical propositions (Eriksson and Kovalainen, 2008). 

The case study research allowed me as a researcher to explore the research problem by 

examining different perspectives and explanations, and to paint a comprehensive picture, as 

a means to answer the research question. 
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DATA COLLECTION METHODS 

The data collected for the exploration of the case was both primary and secondary. The 

primary data was gathered through interviews with eleven women working in the British film 

industry, whereas the secondary data included industry reports, statistical data, 

organisational websites such as that of the BFI Network, websites and profiles of the 

professionals involved in the study, expert interviews in the form of articles, podcasts and 

videos, as well as media coverage. While through primary research I have gathered the 

specific data required to analyse the research problem, the secondary data provides the 

background knowledge and helps to put the findings from the primary research into context.


Sample Group 

As part of the primary research, my aim was to find and invite approximately ten women 

working in the industry, whose perceptions and experiences would provide essential data in 

order to answer the research question. Due to the timeframe, the sample size was limited, 

nevertheless it had to respect the research criteria and be representative of the greater 

population of professionals in the industry. The initial focus of interviewing writers, directors 

and producers was extended to include talent and program coordinators who work to 

support and champion emerging talent. These women are facilitators, as such they 

contribute in their own way towards the empowerment of women. For this reason their 

contribution to the research provides valuable insight into and a different perspective on the 

case. 


The selection criteria for the interviewees were in line with the parameters delimitating the 

general case of the thesis. Accordingly, I was looking for emerging female talent and 

industry professionals working with writers, directors and producers, all of whom had at 

least a few years of experience, so that they had enough knowledge and experience to 

provide informed and reliable answers. Given its focus on supporting new and emerging 

talent, I used the BFI Network’s website as a starting point for my research for interviewees, 

since they promote a wide range of short films that are directed and produced by emerging 

filmmakers. Subsequently, having shortlisted a number of potential candidates, I contacted 

them and arranged face-to-face as well as phone interviews. However, given the unforeseen 
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requirement for social distancing due to Coronavirus, all interviews were rearranged to be 

conducted over the phone. Additionally, once the interviews started taking place, one phone 

call often led to another as one woman referred me to the next. In this way, I was introduced 

to some of my subsequent interviewees via email by the previous interviewee. 


The group varied in terms of their roles in the industry, including: five writer/directors, of 

whom two were also producers, in addition to two other producers, one animator/director, 

and three talent and program coordinators. While my initial aim was to focus on emerging 

talent, the final sample group proved to be more advanced in their careers. The writers and 

directors are approximately at first feature level, while the producers have already produced 

several award-winning films. The genres that the filmmakers generally work in include 

drama, comedy, horror and fantasy. Furthermore, four women have started their own 

independent production companies in the last ten years, while the other seven have worked 

for other companies as well as being self-employed. Most of them started their careers 

straight out of university, while three filmmakers started as runners. Nine women are British, 

one is Croatian-American and one is American-Hungarian, and all but two are based in 

London, the remaining two are based in Edinburgh and Belfast respectively. The 

interviewees’ ages range between 28 and 45 and three of them have their own families. The 

interviewees are briefly presented in alphabetical order. Their names have been changed to 

protect their identities: 


Aileen - Writer, Director and Producer 

Aileen in a Northern Irish filmmaker, she has a university degree in Film and Visual Arts and 

is completing her PhD in Film Studies, while also lecturing at Queen’s University in Belfast 

and making films. Aileen started a production company in 2010 (of which she did not 

disclose the name), which was used as a means to formalise her personal filmmaking, in 

order to apply for funding and festivals. She has recently completed her first feature film.


Allison - Writer and Director 

Allison studied Psychology at university, where she made use of the equipment available 

and shot shorts films on the side. After graduation, she worked as an editor and later as 
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development assistant, before deciding to focus on her own work. She is now self-

employed and has recently finished shooting a number of episodes of a Netflix series and is 

now working on a series for the BBC.


Alyssa - Writer and Director 

After graduating with a degree in English, Alyssa started her career as a runner at Channel 4 

and later became assistant director to Mike Leigh, James McTeigue and the Wachowski 

sisters. In the meantime, Alyssa worked on her own projects and released a short film that 

gained much attention, after which she managed to find an agent to represent her. At that 

stage she left her role as assistant director and focused on her own work. She has recently 

worked on a TV series for Channel 4.


Claire - Animator 

Claire graduated in Fine Arts and Sculpture and started her career in an animation company 

in Edinburgh. After working as an animator on various projects for different companies, she 

became self-employed. She also carves out some time to work on her own animated short 

films.


Clara - BFI Network Coordinator 

Clara studied Film at university, after which she had several jobs as assistant producer until 

she became a coordinator for the BFI Network, where she organises talent programs aimed 

at supporting and championing UK-wide talent, and in particular filmmakers who are 

underrepresented, such as women, disabled people, people from LGBTQ+ groups and from 

the working class.


Donna - Writer and Director 

Donna is a Croatian-American filmmaker who graduated with a Masters in Directing from 

London Film School. After graduation she worked on several short films co-produced with 

several companies and is currently working on her first feature film, supported by the BFI 

and the BBC.
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Matilda - Talent Development Executive 

Matilda has a Bachelor degree in Film Studies and started her career as a production 

assistant. She later worked as a talent coordinator for the BFI Network, focusing on the 

talent development program. She currently works as a Talent Development Executive at 

Troika where she represents a number of filmmakers, part of whose work she produces and 

develops.


Irene - Producer 

Irene started her career in development and then was assistant producer on numerous films 

including Oscar-winning productions, after which she left to open her own production 

company. She is currently in the process of producing Donna’s feature and preparing to set 

up another production company in collaboration with a fellow-producer.


Jennifer - Head of BFI Network 

Jennifer has a degree in Film and Television Production and started her career as a script 

reader and script editor in various companies, after which she started working for the BFI, 

until she became the head of the BFI Network. She is responsible for the strategic oversight 

of the entire Network’s national programs and introduction of new programs every year in 

different regions across the UK.


Maggie - Producer 

Maggie did not attend university chose and started her career as a runner in an independent 

music video production company. She worked for studio company PolyGram in 

acquisitions, and later as the head of the European office for independent company 

Element. During her time at Element she co-produced an Oscar-winning film. Three years 

ago, she decided to start her own production company and is currently developing a slate 

of five films and two TV series.


Marlene - Writer, Director and Producer 

Marlene first trained as an actor and then started her career in making music videos, which 

subsequently led her to write and direct her own short films. In 2013, Marlene set up her 
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own film production company that focuses on BAME and LGBTQ+ stories, as well as 

female-driven narratives. 


Interviews 

The collection method for primary data was through semi-structured interviews. The 

strength of this approach, in contrast to standardised questionnaires, lies in the exploratory 

and explanatory nature of the interview (Saunders et al., 2012). Following a flexible interview 

structure allowed the interviewees to talk freely about their lived daily experiences and to 

explore themes that may not have been explored through specific questioning (Kvale, 2007). 

The semi-structured interviews also allowed me to ask follow-up questions to clarify and 

examine certain topics in more depth. Ten interviews were held over the telephone which 

made it possible to use the semi-structured approach; one interviewee became ill and 

asked for a list of questions that she could answer in a written form, meaning that one was a 

structured interview.


The questionnaires were prepared beforehand and contained mostly open-ended questions 

to encourage the interviewees to talk freely about their experiences, and to a lesser extent, 

closed-ended questions to confirm or refute suggested claims. The interviews opened with 

a brief introduction of myself and the topic of my research and followed with a question 

about the subject’s career. From here, the interview followed in a conversational manner and 

the pre-planned questions were asked when appropriate. In addition, the questions were 

revised along the interview process as and when interesting observations emerged. For 

example, given that many interviewees talked about confidence as a barrier to entry, I 

incorporated a question on this in the following interviews. Overall, I tried as best I could to 

ask questions in a neutral way, in order to avoid influencing the interviewees’ answers.


With the respondents’ permission, all phone interviews were recorded. The length of the 

interviews varied considerably, between 23 and 65 minutes. The recordings were later 

transcribed manually and analysed. Parts of the interviews have been quoted in the analysis 

chapter and extracts of the transcripts are presented in the appendices.
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Ethics 

Ethical considerations were made throughout the research process, in particular in regards 

of the subjects of the interviews. It was clearly communicated to them before the interviews 

what the research and the interviews would entail and what I was hoping to learn from the 

interviews. The interviewees agreed for the phone calls to be recorded, however, given the 

sensitivity of certain topics discussed, their names have been changed and only their role 

and profiles are described in this report, in order to respect their privacy. Throughout this 

study I actively ensure to preserve the integrity of the women interviewed. 


ANALYTICAL APPROACH 

As previously mentioned, an inductive method and interpretivist approach are used 

throughout this research. The main objective is to explore and define the research problem 

and to answer the research question through the extraction and interpretation of meaning, 

which is either constructed and suggested by the interviewees through their experiences 

and opinions on the case, or that is concealed and embedded within the interviewees’ 

descriptions and narratives. 


The analytical process started as early as the interview stage. Indeed, there is no strict 

separation between the data collection and the data analysis. During the interview, follow-

up questions were asked in order to immediately clarify ambiguous descriptions and 

confirm or neglect proposed statements, as well as to gain a more thorough and in depth 

understanding of the ideas and concepts being discussed.


The analysis approach adopted for the interview transcripts focuses on meaning coding, 

meaning condensation and meaning interpretation (Kvale, 2007). Firstly, coding consists of 

attaching one or more keywords to a portion of text to allow for identification of a statement 

at a later stage. This was facilitated by using computer-assisted coding through the use of 

qualitative data analysis software NVivo. Through NVivo nodes were created to code the 

interviews, and word frequency queries and then text search queries were carried out in 

order to identify frequently occurring terms across the interviews. Secondly, meaning 
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condensation refers to condensing the meanings expressed by the interviewees into shorter 

formulations and rephrasing them in fewer words. The rich and nuanced descriptions in the 

interviews made the process of meaning condensation easier. Thirdly, meaning 

interpretation goes beyond the meanings and explanations apparent in the words of the 

interviewees and includes the deeper and critical understanding of the text, unveiling deep-

seated and, at first sight, invisible meanings in the experiences of the subjects. Different 

readings of the text can lead to different meanings, a process which can repeat forever, also 

known as the hermeneutic text interpretation, however the process ends when a sensible 

coherent meaning has been reached (Kvale, 2007).


Additionally, since the interviews were carried out orally, it was possible to analyse the 

emotional reaction of the interviewees in the vocalisation of their answers. For example, I 

observed instances where the subjects had no difficulty expressing themselves and talked 

effortlessly and other instances where they struggled to answer. Sometimes they appeared 

to find the question slightly challenging and needed to think and perhaps find new meanings 

in their experiences. At other times, they appeared to hesitate to answer maybe because 

they were unsure about the answer or because they were revealing experiences that were 

deeply personal.


DATA VALIDITY AND RELIABILITY 

Reliability in a research study means that the research process can be repeated leading to 

the same results (Yin, 2003). In order for this to happen, research procedures and data 

findings must be meticulously documented. The procedures have been presented in this 

Methodology section, while the empirical data is partly presented in the Analysis section as 

well as in the Appendices. However, given the interpretivist approach used in this research, 

another researcher may reach a different conclusion despite following my exact procedure. 


Although the scientific approach of research encourages objectivity, the researcher often 

succumbs to biases and subjective perspectives on the matter influencing the validity of the 

research. Indeed, I noticed while interviewing the subjects that I was making use of pre-
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conceived ideas, judgements and even answers to my own questions that may have 

influenced to some extent the answers from my interviewees. Likewise, while I aimed at 

providing a holistic view of the case, analysing it from different angles, my interpretation of 

the meaning extracted from the interviews is likely to be tilting towards my own perception 

of the world, rather than being purely objective. This point will be further examined in the 

Discussion section. 


RESEARCH LIMITATIONS 

Unfortunately, given the circumstances forced by the Coronavirus pandemic, the interviews 

which were initially arranged to be conducted in person, had to be rescheduled as 

telephone interviews. While it did not really impact the course of the research, it did impose 

slight limitations. Firstly, it might have instilled a higher level of trust between the 

interviewees and myself had we met in person. Secondly, I have been able to extract and 

interpret the meaning from the actual interviews as well as from the interviewees’ vocal 

expression, however, additional information could have been gathered from the subjects’ 

facial expressions and body gestures, had the interviews taken place face-to-face. Thirdly, I 

lacked a physical element which is often useful for building the bigger picture. A glimpse at 

their work environment or any ancillary material would have been a useful extra to the 

research.


Moreover, one woman fell ill with the virus and instead of a phone interview asked for a list 

of questions that she could answer in writing in her own time. This means that one interview 

does not possess the rich and nuanced descriptions that the other interviews have, and it 

did not allow for immediate follow-up questions, which was possible to do with the other 

interviewees over the phone. 


Finally, the interviews conducted were lengthy and provided a great amount of data to 

analyse. I did not carry out follow-up interviews, partly because the subjects are very busy 

and difficult to get hold of, and partly because of the limited amount of time available. 

Follow-up interviews could have provided clarifications on certain matters, as well as 

confirmed or denied meanings that I derived during the detailed analysis of the interviews.
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ANALYSIS 

Given their different backgrounds, professional roles and career paths, the eleven 

interviewees provide a diverse range of views and experiences. Themes have been drawn 

from the interviews and studied individually, as well as in relation to each other. In fact, from 

the coding process, it becomes clear how all the themes are closely intertwined, highlighting 

the complexity of the case. This chapter presents the analysis of the empirical data and the 

findings from the research. The analysis is founded on the theory previously presented, as 

well as the secondary data that supports the analysis by providing the contextual 

information regarding the current industry situation. The analysis is structured in a way that 

reflects the professional journeys that the female filmmakers have experienced, with their 

early careers as a starting point, followed by the challenges and barriers they have faced, 

their entrepreneurial responses to such challenges, their achievement of empowerment and 

what this means in the wider context of the British TV and film industry. The analysis 

concludes with a summary of the main key findings. 


AN INTRODUCTION TO THE ENTREPRENEURIAL WOMEN 

To briefly recapitulate, I interviewed eleven women who are currently working in the British 

TV and film industry. Five women are writers and directors (two of whom are also 

producers), one is a writer, animator and director, two are producers, and three are talent 

coordinators. Four women, the two directors/producers and the two producers are founders 

and owners of their own companies. It must be noted that the directors are more or less at 

the first feature level, whereas the producers have already produced a number of films and 

are more advanced in their careers. Additionally, when I use the term filmmaker I refer to the 

women directly involved in the production of film, therefore the eight women who are 

writers, directors and producers.


Before we start following their entrepreneurial journey, what makes these filmmakers 

entrepreneurial must be clarified. Recalling Schumpeter’s (1947) definition, entrepreneurship 

is “the doing of new things or the doing of things that are already being done in a new 

way” (p.151). According to this definition, what makes the filmmakers entrepreneurial is their 
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ability to create new content, and to find different ways to create such content in face of the 

multitude of challenges they are confronted with. Consistently through their careers, all 

filmmakers have engaged, and still engage, in entrepreneurial activity, which as we have 

seen, “can be conceptualized as a function of opportunity structures and motivated 

entrepreneurs with access to resources’’ (Aldrich and Zimmer’s, 1986, p.3).


Some of the filmmakers felt dissatisfied in their previous positions, others simply wanted a 

more meaningful career, leading them to choose alternative routes. Four women became 

self-employed by starting their own production companies. Two of these founders opened 

their own businesses so that they could be in charge of what they produce and exclusively 

focus on the films they loved. One woman also wanted to control the content produced in 

her company but mainly because her goal is to support and encourage people from 

underrepresented groups, including them in the production, as well as the stories told. 

Another woman opened her company simply to be able to facilitate and formalise the 

administrative aspect of her filmmaking. The other women also gained independence by 

becoming self-employed and, even though to some extent they still work for different 

companies on a freelance basis, they have reached a position in which they are also able to 

create their own content and are now able to alternate between working on projects for 

others and producing their own films. This position entails finding work in the first place, 

effectively managing projects, and sub-contracting work to other people (when the work 

load is excessive), all of which requires a broad range of entrepreneurial skills.


As the analysis unfolds, it becomes clear that the entrepreneurial activity has been 

undertaken to overcome barriers and to achieve goals. Therefore, entrepreneurship in this 

scenario represents a means to an end - a means to the fulfilment of the filmmakers’ 

passion and a means for empowerment. The following analysis takes the reader through the 

entrepreneurial journey.
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STARTING OUT 

The interviews generally started with an opening question about the interviewees’ careers. 

Only a few of the respondents studied film at university, but they all more or less started 

their careers in mainstream film production companies immediately after graduating. 

Whether they started as assistant directors, assistant producers, editors or as employees in 

mergers and acquisitions, they all took advantage of the resources available to them to learn 

as much as possible about the industry, to improve their skillsets, and to build their network 

of industry professionals. At some point in their careers, usually after between five and ten 

years, the filmmakers stopped working for production companies and started a new phase 

of their career where they became, at least partly, self-employed. 


For Alyssa this transition happened once she acquired an agent, who started representing 

her after she had directed her first short film. Similarly, Allison made the transition before 

acquiring an agent and moved from development assistant to independent director. She 

explains that: “After three years [in a specific production company] I thought I’d move on, 

because at that point I felt like I had really learnt the necessary skills to work in the 

industry.” (appx B.1), and so she started focusing on her own writing, while working in a 

temporary job on the side, in order to make ends meet. Producer Irene, who was working in 

development and started her career in a leading UK production company said: “I sort of 

realised if you want to produce, unless you are very fortunate and you’re in a company where 

the person who runs the company really wants to enable you to do that, you kind of can’t 

really do that because you’re always working to their taste.” This realisation led her to open 

her own company, despite not having much idea of what she was doing: “I didn’t 

necessarily have a plan, (…) I didn’t even know what kind of thing I wanted to make, so first 

thing I did was to take a year to figure out what I wanted to make” (appx B.1). This state of 

not knowing exactly what to do and how to do it appears to be a trend among some of the 

interviewees, in particular the two producers who are also entrepreneurs, who clearly 

expressed the desire to start a business, despite not knowing what exactly to focus on. 
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Two main points emerge here. Firstly, all interviewees, filmmakers and coordinators, started 

their careers in established production companies. This first stage in their careers has been 

extremely important for them in that it gave them the opportunity to gain hands-on 

experience in the industry. In these first years they gather valuable knowledge about and 

insights into the industry, develop skills and forge relationships, all of which, as we will see, 

will have a strategic importance in the later development of their careers. This means that 

the early career is a crucial moment to gather and build essential resources for future 

performance. Secondly, the driving force that leads the filmmakers to transition to self-

employment is a profound intrinsic motivation, that is formulated as “a passion for story-

telling”, “a desire for self-expression”, as well as a quest for independence, as a reaction to 

the disempowerment they experienced at the hands of their employers. These concepts will 

be explored in depth later in this chapter.


BARRIERS TO CAREER DEVELOPMENT 

As they progress through their careers, filmmakers inevitably face a wide range of barriers 

which vary from institutional and industry barriers, to lack of support and funding, to 

discouragement and lack of confidence, as well as personal challenges.


Social Structures 

The respondents explained that the main barriers they experienced were due to structural 

reasons, not one claimed otherwise. Clara said that “growing up in a patriarchy (…) you 

learn to not put yourself out there as much as men do (…) we’ve just been taught to be quiet 

and polite.” (appx B.2.1). Clara added that many women also experience challenges related 

to childcare and they often feel the need to choose between being a mother and being a 

career-woman - a pressure that is often imposed on the individual by the employer. 


Additionally, most women talked about the lack of women in the film industry being due to 

the social biases at the hands of men in hiring positions. The hiring positions are typically 

said to be held by white British men, who by nature tend to hire other people they identify 

with, hence most often other men. While this is gradually changing, the interviewees were 
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adamant about the need for more women in hiring positions, which would naturally lead to 

more women being hired in the industry. Most respondents also talked about the link 

between the scarcity of women and the lack of role models in the industry.


Social Biases 

Social biases essentially emerge from normative behaviours which are enforced by social 

structures. Two respondents explicitly argued that while men are seen as individuals, there 

is a tendency for women to be seen as a collective. Aileen talked about an acquaintance 

who once said that in their production company “they had already tried a woman director 

but it didn’t work”, leading her to conclude that “we can never hire another women director 

because this one woman failed” (appx B.2.2). Aileen highlights the absurdity and unfairness 

of the claim when in fact men fail all the time and other men are not blamed for their failures. 

She added that there is a substantial cultural bias towards the idea that women’s stories are 

only for women and raised concerns about the “danger of ghettoisation, as if women are a 

sub-genre rather than half the population” (appx B.2.2). This view of collectivising women 

aligns with the concept of statistical discrimination suggested by England (2001), whereby 

the production company, in this case, assumes that all women are not suitable for the job, 

not even if they are the most qualified filmmakers in the industry. This kind of behaviour 

contributes to the establishment of a glass ceiling, an invisible barrier that keeps women 

from progressing up the career ladder regardless of their qualifications.


This social misconception of seeing women as a collective correlates with the concept of 

stereotypes. More than half of the interviewees talked about stereotypes in various ways. 

Donna believes that women have been perceived by men in certain ways, “‘women are 

sensitive’ ‘women are this and that’”, and she says “I think subconsciously those things feed 

into men’s understanding of women when women express their concerns and express the 

discrimination that they face” (appx B.2.2). What Donna is suggesting is that men have a 

preconceived, and to some extent stereotyped representation of women and perhaps of 

their abilities, and in this way they are constraining women’s opportunities for self-

expression. 
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Similarly, Allison believes that many barriers in the industry emerge from “misconceptions 

and stereotypes, like ‘women don’t have what it takes’”, she adds: “[directing] is also a job 

that tends to be associated with male traits” (appx B.2.2). This suggests that men’s 

stereotyped expectations limit women’s opportunities, which explains the lack of female 

filmmakers in the industry, and in particular the loss of female talent at the early stages of a 

career in filmmaking. Furthermore, the claim that directing is typically associated with male 

traits can be contested in several ways. Firstly, the fact that it is associated with male traits 

does not mean that those traits are key to the role. Secondly, the traits generally associated 

with the role of a director (leadership traits, having a clear vision, being assertive, etc.) are 

not necessarily masculine. Finally, these traits themselves are a social construct, just as the 

idea in the past that women were inherently less rational and autonomous than men 

(England, 2001), leaving one to question the validity of the claim that “directing tends to be 

associated with male traits”. 


Stereotyping is an inherent part of human nature and social behaviour (Lindsey, 2005), 

leading people to streamline judgement and the decision-making process, but it is an 

awareness of the consequences of stereotyping that allows us to address the implicit 

discrimination. It is this issue that many of the interviewees highlight, while at the same time, 

perhaps lacking the awareness of their own process of stereotyping men: “I hear a lot of 

women say “Oh should I apply?” and I say “Yes, apply! If you were a bloke would you apply? 

Yes, of course you’d apply!”. (Jennifer, appx B.2.2).


Gender Discrimination 

Two directors stated that they had directly experienced sexism in the workplace. Donna 

explained that she found that people, especially older men, were confused as to how they 

should approach her, and appeared to struggle with the idea that they had to work for her 

as the director. She believes it must have been something to do with “my age or the way I 

looked, definitely my gender” (appx B.2.3). Aileen had a similar experience where 

occasionally she felt that she was not taken as seriously as if she were a man, for instance 

when “people would ask a question to the male director of photography even though I’m the 
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director” (appx B.2.3). These two examples embody the ongoing social expectations in 

regard to gender roles in the workplace, and in turn also the regulating social relations in the 

work environment (Haug, 2005). As Whitehead (2001) noticed, the benefit of belonging to 

the privileged gender group is that one’s own gender is invisible to oneself. Here, one can 

see that, while men do not actively seek to discriminate against women, they appear to be 

oblivious to the discrimination that women face, suggesting that the social expectations that 

men have are potentially entirely unconscious. Indeed, as Donna states, it is “difficult to see 

discrimination when you haven’t experienced it” (appx B.2.3).


The other women did not disclose any experiences of gender discrimination. This may be 

because they preferred not to say, because they genuinely have not faced any 

discrimination, or perhaps because it is less obvious and they are not aware of it. This latter 

case could occur given that gender discrimination can result from unconscious biases 

created by systemic issues (Follows and Kreager, 2016). If a female director is not selected 

for a role, is it because she does not qualify for the role or is it because she happens to be a 

woman? Therefore, it could be that what is actually gender discrimination, is perceived by 

the women as “just another rejection”, which is all seen as part of the learning process.


Industry Conditions 

The industry has seen considerable transformations over the past decades, the most 

significant change being in increasing fragmentation. While previously there were a small 

number of vertically integrated studios controlling the industry, now the market is more 

fragmented, with numerous small and medium size independent production companies and 

few large studios. Irene noticed this shift and says: “when I started off there were about 4 

independent producers and 20 mid-range companies, 30 probably, while now there are 

about 6 mid-range producers and 150 independent producers” (appx B.2.4). It suggests that 

during this shift people have become more entrepreneurial and have created opportunities 

for everyone, including women.


Irene also adds that this shift has had an effect on women’s position in the industry. Given 

the social expectations and constraints, in the past it was typical to have “one woman in the 
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room”, and there was fierce competition among women as they fought for survival in the 

male dominated environment. Irene noticed in her career that women have stopped trying to 

stand in each other’s way and have started helping and supporting each other instead. She 

explains that when she first entered the industry she was reluctant to ask any female 

producer to help her out,  “because the minute I’d turn around they’d stab me in the back”, 

given that they were used to the scarcity principle (appx B.2.4).


The shift in the industry can be seen in many ways as beneficial for women, both in terms of 

job opportunities and the stimulating collaborative environment. However, as the number of 

independent producers increases, competition intensifies, and becomes, as Donna calls it, a 

“brutal Darwinian battle” (appx B.2.4). Donna’s reference is understood to focus on the 

struggle for survival in general, rather than the concept of survival of the fittest, or the best 

adapted. Likewise, one of Irene’s biggest struggles is related to the conditions of the 

industry at large. She acknowledges that people inevitably make mistakes and learn from 

them “but there are times where you do absolutely everything right and because the industry 

is in poor shape you just can’t make the film, and that is very difficult to accept” (appx B.2.4). 

This is a very subjective impression, and of course there are alternative interpretations to 

explain her frustration. When one studies the industry, one can identify trends and changes, 

but at the level of the individual so much is determined by “chance”. Chance, the 

opportunity for the individual, is limited by factors such as competition, and while the 

validity of Irene’s assertion is impossible to assess, it does reflect an emotional response of 

a woman striving to succeed in a fiercely competitive and male-dominated environment.


Financial Barriers 

All interviewees talked about the financial barriers involved in filmmaking, which can be seen 

in different forms. Firstly, most respondents saw the lack of funding as a big drawback, but 

did not mention whether they thought that their access to funding was linked to their 

gender. Secondly, everyone mentioned the disadvantage of being a freelancer given the 

financial insecurity that the job entails. Irene explains that the financial difficulties for 

producers are particularly limiting: “ it’s very hard to make a film go into profit even if your 

film is a success; as a producer you don’t get paid when the film is in development, so it’s 
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very hard to survive in between films” (appx B.2.5). Thirdly, the financial barriers are 

exceptionally high for people coming from disadvantaged socio-economic backgrounds. 

Marlene speaks from her own experience: “Generally this is a very difficult industry if you are 

from a working class background” (appx B.2.5), potentially implying that people from other 

socio-economic backgrounds do not struggle as much in the industry. While no man or 

woman can escape the financial challenges, by comparing Marlene’s claim with Irene’s 

decision to take a year out in order to understand what kind of films she wanted to make as 

a producer, it becomes clear that financial resources play a huge role in facilitating a 

filmmaker’s career. 


Lack of Support  

Donna and Aileen talked about discouragement coming from people around them. Donna 

faced a lot of discouragement from her tutors at film school, when she was supposedly 

exploring her own creative voice in a risk-free environment, and she says “In my films there 

is always this connection between fantasy and reality and I would get feedback like ‘why 

don’t you just make a good, nice film? That’s all you need, why do you have an animal that 

talks?’” (appx B.2.6). Aileen too, faced discouragement when a friend, who entered the 

industry before her, told her that she did not have the right personality to be a director. She 

understood she needed a personality “that was aggressive and masculine” and that “you 

have to be a total ballbreaker, you have to be willing to go in and scream at 

everybody” (appx B.2.6). Whether these statements about Donna’s preferred genre and 

Aileen’s personality were intended as benign or malevolent comments, they were 

disheartening, so that both women felt frustrated, discouraged and not appreciated in terms 

of their creative work (Donna) and their ambitions (Aileen). 


Lack of Confidence 

Lack of confidence was perceived as a significant hindering factor in the filmmakers’ 

careers. Almost all women discussed confidence, or better the lack thereof, albeit in slightly 

different ways. Claire believes that the level of confidence varies between men and women: 

“If you’re seeing all these males getting all these prestigious awards and doing really well, as 
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a man you might think ‘I could do that’, but as a woman you might not have the same 

instinctive reaction and won’t go like ‘I could do that too’” (appx B.2.7). While Claire’s view 

refers to women in general, Alyssa talks about confidence as her personal barrier. She 

explains that she experiences Impostor syndrome and says: “I genuinely get home at the 

end of the day and think ‘oh my God I fooled them again, how am I possibly at the helm of 

this thing?’” she continues by saying that it is a continuous “inner battle of saying to yourself 

‘I’ve got this, I can do it, I’ve been hired for this job for a reason’ but also the self-flagellating 

and lack of confidence in what you are doing” (appx B.2.7). Alyssa’s perspective revolves 

around the idea of self-belief, and so does Maggie’s. Maggie believes that part of the 

confidence issue is the fear of “looking stupid in front of someone else”, in particular about 

not being good enough, not knowing enough and thinking that “someone is going to take 

advantage of you and that you’re going to look silly for not knowing.” (appx B.2.7). 


Working on a daily basis with emerging filmmakers who often face confidence issues, the 

coordinators offer a different perspective on the matter. Jennifer finds that emerging talent 

are often intimidated by the role of the director because it is seen as a big leadership role, 

where one has to have a clear creative vision on set and has to be able to manage a team, 

but it is also a very technical role, in terms of understanding the lighting set up and how the 

camera works. Jennifer gave an example of young female writers who approach her with an 

idea for a script, but need to find a director to bring it to life. So Jennifer answers “‘why 

don’t you do it?’” and says “sometimes they are genuinely not interested in it, but a lot of the 

times they are” (appx B.2.7), but appear to lack the confidence to try. Finally, Matilda spoke 

about lack of confidence in terms of self-exclusion. She specifies that sometimes people 

exclude themselves, perhaps because they are unable to face the challenges of their 

chosen career. In fact, the lack of self-confidence can be seen as the result of all these 

barriers. The financial insecurity of freelancing, social expectations, discouraging comments 

due to preconceived ideas, will undoubtedly affect some people and change their own 

perception of whether they are good enough. 
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One can argue that there are two sides to confidence. One is the internal self-confidence 

that one has the ability to fulfil the task. The second is a reflection or a perception of the 

confidence that other people have in them. This is the challenge at hand, because the 

women are very aware of the barriers and the perceptions of others, so that a failure is a 

failure for their gender and not just for themselves. The example suggested by Jennifer 

provides evidence of a lack of confidence in relation to the task itself, and is therefore a lack 

of task-specific self-confidence, in other words a lack of self-efficacy (Shane et al, 2003). In 

contrast, the filmmakers interviewed do not lack self-efficacy. Alyssa’s Impostor syndrome 

experience, for example, suggests that perhaps she feels she does not portray the right 

image to match the stereotype of the director, and because of that she lacks confidence, 

but does not lack self-efficacy. Self-efficacy will be discussed in more depth in the 

Motivations section. 


A couple of interviewees regarded the lack of confidence as concerning women more than 

men, and in fact, in their views men are often very confident, if not over-confident. However, 

it could also be argued that the lack of confidence reflects a level of self-awareness, not 

always demonstrated by men. In other words, these women appear to be questioning the 

quality of their work and reflecting on where they are now, where they have come from and 

where they are heading. While confidence may be seen as a quality, over-confidence often 

represents a process of closing down to external inputs, advice and ideas. Maggie believes 

that “if you’re over-confident you don’t see things that the under-confident person looks at 

and studies and thinks about” (appx B.2.7), suggesting that it may be more advantageous to 

be under-confident than over-confident. 


Nevertheless, lack of confidence and over-confidence are unrelated to the capabilities of the 

individual or the quality of the work produced. Confidence can be seen as the way in which 

one represents their ability, but is perhaps not something the individual should be measured 

by. It is therefore an issue that has to be addressed within the hiring process to ensure that 

the most appropriate person is selected and not just the person most capable at presenting 

their project.
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The lack of confidence therefore does not necessarily represent a problem, it all depends on 

how it is managed; encouragement and empowerment surely are essential management 

tools for boosting confidence. The interviewees discussed how they responded to the 

barriers and how they dealt with their lack of confidence. That will be discussed in the next 

section of the analysis.


Personal Barriers 

Independent of the social, financial and industry barriers, personal challenges are an 

important factor to keep in consideration when looking at these women’s careers. Aileen, for 

instance, found her biggest challenge in being a single parent, with a child with Aspergers 

syndrome, while juggling a number of jobs in order to pay the bills. Three other women 

talked about having to reorganise their careers when they had their first child. Their personal 

challenges have played a significant role in these women’s careers, making it hard to 

maintain a healthy work-life balance. 


Synthesis 

The barriers identified by the interviewees are many and varied. But a closer analysis raises 

the question of the extent to which they affect women more than any other potential market 

entrant. It goes without saying that every sector presents a wide range of barriers, including, 

for instance, financial barriers, competition, lack of support, personal challenges etc., which 

everyone has to face, regardless of their gender, race, religion or socio-economic 

background. 


At the other end of the spectrum, since women distinguish themselves biologically from 

men, it is evident that they must face challenges that are unique to their sex, like pregnancy 

and childcare. The fundamental issues surrounding barriers for women, however, are of a 

more subtle nature, so subtle that they are often invisible. They are a damaging compound 

of entrenched gender views in society at large, deep-rooted social biases and stereotypes, 

which make the women’s attempts to shatter the glass ceiling comparable to the Myth of 

Sisyphus, in other words an endless struggle. The power of the stereotypes is often such 

that the women themselves end up believing them to be true. As a matter of fact, they do 
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not even have to believe in them, because as Chalabaev et al. (2013) argue, the mere 

presence of these gender stereotypes is sufficient to affect men and women’s cognitions, 

motivations and behaviours. Many behaviours, like the Impostor experience and self-

exclusion, can be understood as unconscious normative reactions to the socially produced 

gender stereotypes and expectations.


All of the women interviewed were clearly aware of the gender barriers within the industry, 

however, with a single exception, none of them felt defined or limited by the gender 

imbalance. Instead, their challenge is now to continue making films and to survive in this 

fiercely competitive industry. Additionally,  having overcome the biggest hurdle, which is that 

of getting onto the career ladder in the first place, they are now able to understand and 

perceive the position of women in the industry, from the point of view of a spectator with 

experience of all the difficulties, and no longer from a position of disadvantage. 


All the above barriers have been shown to be inhibiting factors in the women’s career 

development, in that it prevents them from reaching their full potential. On the other hand, 

they have in some cases proven to be an enabling force, spurring them on in the quest for 

alternative ways forward. The next section will analyse ways in which the interviewees have 

responded positively to these barriers, by opening new avenues for themselves. 


ENTREPRENEURIAL RESPONSE 

While the interviewees still face many challenges today, through the stories of their careers, 

it becomes clear that they have accepted and confronted many of the barriers discussed 

above. This section analyses how the interviewed filmmakers have been able to do so in 

entrepreneurial ways. Their entrepreneurial activity is seen as a process and is discussed in 

terms of motivations, opportunities and resources.


Motivation to Act 

As presented in the Theory section, motivation is a key aspect of the entrepreneurial activity. 

It was defined as “the set of forces that initiates behavior and determine its form, direction, 
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intensity and duration“ (Okafor and Amalu’s, 2010, p.9). Motivation is essential in 

understanding how the women in question moved from being confronted with the barriers 

to actively seeking a way to overcome them. From the interviews, four main motivations are 

identified: passion, desire for self-expression, desire for independence and desire for 

control. 


Passion 

Passion is a strong intrinsic motivation that was identified among all interviewees - 

filmmakers and coordinators. Only Marlene explicitly used the word passion in relation to 

her work: “I developed a passion for film and how much you can achieve once you have a 

camera” (appx B.3.1). Whereas the other filmmakers expressed their passion in more 

indirect ways. Donna explains that every film she makes is “very pedantically thought out” 

and  says “I dedicate every single molecule of my energy and my time into making it” (appx 

B.3.1). Then, Claire talks about how she got into animation and it happened when “I realised 

that it was so much about story telling, seeing other worlds and you get to be a story teller 

with your sculptures” (appx B.3.1). Likewise, Alyssa talks dearly about her story telling and 

says that her main goal is “to make people laugh and to make people think.” She says: “I 

think that if you can make someone laugh in that moment you can change their mind” (appx 

B.3.1). Similarly, the coordinators all talked about how they loved being able to support 

emerging filmmakers in their personal and professional development.


Perhaps only a few short quotes are not enough to illustrate the interviewees’s passion, but 

if one reads any interview in its entirety, the passion these women have for their work will 

become evident to them. This passion was also detected in their tone of voice and the way 

they discussed their work and ambitions, freely and without a hint of hesitation. 


Self-expression


On a similar note, self-expression appears to be a strong motivation in the filmmakers’ 

careers. More specifically the majority of interviewees called attention to the importance of a 

creative voice. This is encapsulated in Clara’s words: “Something we see quite a lot is that 
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filmmakers want to have their own voice, and a lot of times they don’t want to be influenced 

by others but they want to be seen and appreciated for who they are and the work they 

produce” (appx B.3.1). Some explained that it took them a long time to discover and nurture 

their creative voice, but once they had uncovered it, it became clear from across the 

interviews that this voice had become their most valuable asset, their identity and their 

personal trademark. With this asset, the filmmakers are able to communicate a message to 

and connect with their audience.


Independence


Another significant motivation was found to be desire for independence. This desire is 

especially strong for the two producers, Irene and Maggie, who went on to open their own 

companies. Irene explains: “I realised I could only produce films that I loved and if you’re 

working for someone else you really can’t just follow your nose and do the things you 

love” (appx B.3.1). This is what drove her to open her own production company, allowing 

her to be independent and able to follow her passion, and thus work to her own taste. 

Similarly, Maggie: “I hit the ceiling, within an environment which I thought was completely 

liberated”. She believes that “if you’re not given enough oxygen, then you’re always going to 

be working in someone else’s company, and it’s ultimately building it for them, as opposed 

to you being embraced as part of that property.” (appx B.3.1). She strived for independence 

because she wanted to invest her time and energy in something she could call her own, 

and, as she says, to be “participating in my own future, as opposed to be participating in 

someone else’s future” (appx B.3.1).


The desire for independence took a different shape for the women filmmakers who did not 

start their own business. In their case, independence can be seen as a means to an end. 

They left their previous positions to concentrate on their own work and to fulfil their desire 

for self-expression, even if it meant taking on a part-time job on the side in order to pay 

bills. Before focusing on their own work, Allison, Alyssa and Claire were working for different 

companies on a freelance basis, suggesting that they were already independent, in terms of 

being able, to a certain degree, to choose and manage their work as they pleased. 
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Nevertheless, they reached a point in their careers where they actively decided to aim more 

attention at their own work, and therefore, also to be in complete control of the work they 

produced.


Control


This leads to the final motivation, that of being in control of one’s own work. These women 

have high locus of control and need for achievement, and consequently they have aimed for 

those entrepreneurial roles that give them greater control over the outcome of their 

endeavours (Rotter, 1966). To gain control over one’s own work means that an individual’s 

behaviour directly affects the outcome of a process (Shane et al., 2003). By concentrating 

on creating their own content, filmmakers are able to choose what to work on and, to some 

extent, who to work with, thus directly influencing the outcome of their activities. Achieving 

both independence and control over their work has shown to be the most effective way for 

these women to focus on their passion, to find their creative voice, to communicate with an 

audience, and to gain recognition. Ultimately, the filmmakers have been able to steer their 

careers towards their personal goals, and consequently to be in control of their own future.


The examination of the women’s motivations offers an explanation for Hisrich’s (1990) claim  

about the desire for independence being the dominant motivation for entrepreneurial 

activity. We see that independence represents the first stepping stone that, once set foot on, 

allows people to reach other personal and professional objectives, whether they are to 

follow a passion, to express oneself, to gain recognition, or to be in control of one’s career 

and one’s future. In fact, all of the above motivations are interwoven; so much so that taken 

independently a single motivation would lead to nothing. Passion alone is not enough to 

gain industry recognition, likewise complete control over one’s work would be impossible 

without a certain level of independence. 


Entrepreneurial Qualities Related to Motivation


These motivations translate into specific career goals, in particular to pursue a career that 

allows to follow their passion and allows for self-expression. The women demonstrate to 

have some important qualities that contribute to their motivation to act towards their goals, 
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which include: need for achievement, drive, risk-taking propensity and self-efficacy. The 

need for achievement in these women is high, they demonstrate to have a strong 

willingness to face challenges in order to achieve success, and are constantly aiming for 

self-improvement. Alyssa depicts this latter point quite clearly: “I will always see the cracks 

in my own work and I don’t think I’ll ever be completely happy with something I’ve made, but 

I don’t think anyone ever is, because you’re always pushing to do more” (appx B.3.1). The 

process of self-improvement is enabled by a strong drive, their willingness to persistently 

invest time and effort into their work to achieve personal and professional growth. 


In terms of accepting risks and challenges, as we saw in the Barriers section, the hurdles 

are many and varied, but these women are willing to confront them despite the financial, 

psychological and professional risks involved. For instance, Donna explains that in her films 

she is always trying “to do something that is on the brink of impossible” (appx B.3.1). She is 

talking about pushing the limit of the possible, rather than venturing out into the unknown. 

By sitting on the boundary between the possible and impossible, she remains more aware 

of and able to control the risks. Similarly, Maggie is aware of the risks involved in becoming 

independent and says: “[I was] scared, nervous about whether it would work, or if I could do 

it. But also I looked at the risk of being employed by someone else and the fact that actually 

it’s not in your control there either, you might have stability for a period of time, but you’re 

not filling up your soul and your voice” (appx B.3.1). Maggie acknowledges that both 

working for someone else or being self-employed, involve instability essentially due to the 

vagaries of the industry, but in her decision-making process, Maggie compares the risk of 

being unhappy working for someone else with the financial and psychological risks that 

starting a business entails, and concludes that the latter were risks worth taking. 


While Maggie deems the risks involved in self-employment to be manageable, it is perhaps 

because of her self-efficacy that she perceives them as such. In her last quote, she 

questions whether she “could do it”, however, it is not that she is doubting her ability to 

deliver, but rather whether she would be able to thrive in the new, less controlled 

environment. Generally, the women spoke confidently about their abilities, an impression 

that emerged from several statements, such as: “I’m very nurturing and I look after my crew 
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and I think they like that” (appx B.3.1). These are Aileen’s words, the same woman who was 

told that she did not have the right personality to be a director and who appears to have 

disproven the claim. The interviewees conveyed confidence as they spoke about their 

filmmaking capabilities and their ambitions, demonstrating high self-efficacy. One must note 

that it is extremely important to distinguish self-efficacy from self-confidence. Most women 

explained they battle with confidence issues, which perhaps conceals their self-efficacy, but 

it is essential to highlight that it is self-efficacy that will influence their achievement above 

anything else (Baum, 1994).


These entrepreneurial attributes are linked to individuals’ sense of agency, the ability to 

define one’s goals and to work towards them (Kabeer, 1999). It is closely connected to need 

for achievement, for example, given that it involves the willingness to take risks and to self-

improve to work towards those goals. Then, in Maggie’s decision-making process described 

above, she demonstrates to have a strong sense of agency, as she carefully evaluates risks 

involved in and the meaning and purpose attributed to each option. She actively chooses 

the option that is, in her view, higher in value, meaning and purpose. This is also seen 

among the other filmmakers as they choose self-employment over fixed employment. 

Finally, self-efficacy too is linked to one’s sense of agency as the individuals task-specific 

self-confidence is seen as an efficient predictor in terms of acting towards and achieving 

one’s goals (Baum, 1994).


The Source of Motivation


Overall, the filmmakers’ motivations are both necessity and opportunity-driven. Some 

interviewees talked about being dissatisfied with their jobs, especially because they were 

unable to focus on what they really wanted to do, but also to be taken at face value and to 

be fully appreciated. The job dissatisfaction led them to change career path and to choose a 

more entrepreneurial route. At the same time, most of the respondents made the move into 

more entrepreneurial roles out of choice, as they voluntarily engaged in entrepreneurial 

activity that was more aligned with their personal values and goals. The women’s motivation 

is without a doubt mostly intrinsic as they show a deep-rooted passion for and appreciate 

the value in their work, from which they keep learning and growing personally and 
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professionally. Since they clearly stated their passion for filmmaking and given that most of 

them would be able to have higher salaries had they chosen a different career path, the 

filmmakers are clearly not motivated by money. Having said that, to some extent, the 

women are extrinsically motivated, given that they pursue recognition in the film industry. 

Additionally, many talked about wanting to make a difference in the industry by working 

towards an inclusive and balanced industry, in terms of gender, disability, race, etc. To do so 

they aspire to reach a position of power and status, in order to have enough influence to 

inspire and help filmmakers from underrepresented groups. According to the literature, the 

filmmakers’ motivations can be described as both intrinsic and extrinsic. However, while to 

gain recognition is certainly an extrinsic motivation, the forms of power and status just 

described represent a means to an intrinsic goal, namely to help people in disadvantaged 

positions to be included in the industry. One could argue that, in this case, power and status 

represent an intrinsic motivation.


Role Models


This leads to the final point: role models. Role models, in this case, are not so much friends 

and family, but female professionals in roles that are usually held by men, such as the role of 

the cinematographer, writer, director, etc. With one exception, all of the interviewees talked 

about the importance of role models for emerging female talent, and participated in the idea 

that “if you can see it, you can be it” (Irene, appx B.3.1). The coordinators explained that on 

their talent programs they often invite female professionals to lead workshops and tell their 

personal experiences about the challenges they faced and overcame in the course of their 

career. “I think hearing it from those people is very beneficial and encouraging” (Clara, appx 

B.3.1). These professionals are often seen as role models, with whom emerging talent can 

identify, and who represent a source of inspiration and encouragement, an essential 

influence for personal empowerment. These role models essentially provide evidence for the 

next generations of filmmakers that it is possible to overcome the barriers and achieve such 

a position as a woman.


Perhaps without realising, these women have become important figures in the eyes of 

emerging female filmmakers, wether as role models or as facilitators. The three coordinators 
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engage in supporting and championing emerging filmmakers from a variety of backgrounds; 

most of the filmmakers actively seek to form gender balanced teams; one woman aspires to 

hire people from working class backgrounds and from the LGBTQ+ community as well as to 

represent these people in her films; and finally two women are engaging with people with 

disabilities for their next feature. The incredible effort of these women all contribute to 

ensuring a more inclusive industry, but for as long as role models are considered an 

exception rather than the norm, women and other underrepresented groups will have to 

continue to push for a more inclusive film industry. 


In conclusion, four main motivations have been observed, which are effectively prerequisites 

for the filmmakers’ entrepreneurial activity. Drawing from their career choices and 

experiences, it is possible to observe that these motivations, coupled with a high need for 

achievement, risk taking propensity, high self-efficacy and sense of agency, have stimulated 

the women to confront the barriers that they found were hindering their career development 

and seek alternative, more gratifying avenues. One could argue that it was the exact 

constraints hindering women from achieving their full potential that drove them to pursue 

more fulfilling and, as we will see in the following sections, more entrepreneurial paths.


Seizing Opportunities and Exploiting Resources for Entrepreneurial Activity 

Entrepreneurial Opportunities 

Opportunities are a fundamental element in understanding the filmmakers’ entrepreneurial 

careers. Three main instances have been selected to demonstrate that the opportunities 

that have affected the course of these women’s careers are both created and discovered. 

Opportunities are identified and reviewed in the women’s early careers and thereafter, when 

they become self-employed, either by working on a freelance basis or by opening their own 

businesses.


In the early stage of their careers, the filmmakers looked for jobs that would allow them to 

gain some initial professional experience in the film industry. Some of them said their very 
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first job in the industry was somewhat random, rather unconnected to their current roles, 

others started as assistant producer/director. Assuming that these women applied for and 

acquired roles that were advertised, one can say that these opportunities were discovered 

after having scanned the environment for options. This suggests that the job opportunities 

were readily available for someone to identify and to grasp.


The second instance refers to the decision to become self-employed by freelancing for 

companies as well as developing personal projects. Depending on the type of work, 

freelancers either apply for work or get directly contacted by the client. Allison, for example, 

explained that she spent a lot of time writing and rewriting scripts and acknowledges that 

“the first scripts you’re going to write are not gonna land you on any job. The chances are 

low but you have to keep writing and then slowly you get better and better” (appx B.3.2). In 

this case, Allison is creating her own opportunities by producing new material and sending it 

to production companies. One could argue that when an employer accepts a script, 

perhaps he/she too was looking for a writer with that specific tone and style, suggesting 

that the opportunity was already existent. While Allison believes this is about “being in the 

right place at the right time” (appx B.3.2), one can interpret this opportunity as a 

combination of being created and discovered. On the other hand, Claire explains she tends 

to be contacted by clients or by fellow animators with a heavy workload, for specific 

assignments. In this case, Claire essentially discovers opportunities that are presented to 

her. However, one must note that she has developed a network of people, she has built a 

reputation and essentially a brand for herself, suggesting that while the opportunity itself is 

discovered, Claire has created the appropriate conditions for those opportunities to take 

place. Additionally, Claire explains that at times she comes across, or discovers, funding 

opportunities that drives her to write stories and pitch them. 


In the third case, opportunities are observed in respect to opening a company. Here, the 

entrepreneurs both create the conditions for opportunities to take place, as well as the 

opportunities themselves. The likelihood of creating the former, also known as the higher-

order opportunities (Buenstorf, 2007), will depend on the conditions of the industry and the 

resources available. The women entrepreneurs have been able to create opportunities for 
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themselves but also opportunities for others to discover. By seizing self-created 

opportunities, and in turn by being in control of production and of the hiring system,  women 

entrepreneurs can create opportunities for a higher proportion of women all the way through 

the organisational structure. This idea is supported by the secondary data presented in the 

Background section that suggests that female directors tend to make films with a greater 

proportion of women in their production crew (Kreager, 2018). Just as men are more likely to 

hire other men, women appear to be more likely to hire other women. However, while aiming 

for a gender balanced industry, women must ensure they do not become subject to social 

biases towards men, just like those that men seem to hold towards women. Again, it goes 

back to the importance of acknowledging and appreciating someone for their skills and 

talent, as opposed to their gender. 


These three situations empirically illustrate that opportunities can be discovered and 

created. While the theory generally makes it seem black and white, where opportunities are 

either created or discovered, in practice one does not exclude the other. One may argue 

that it depends on the perspective from which one observes the opportunity: through the 

scriptwriter’s eyes, she is creating her own opportunity by producing new material and 

sending it to companies, whereas from the employer’s perspective, it is he/she who creates 

the opportunity, which then aligns with the scriptwriter’s discovery. One can conclude 

therefore that the opportunity can be perceived to be both created and discovered at the 

same time. 


Identifying and Building Resources 

The opportunities discussed above would hardly take place without a set of resources 

available. Even though they may have had some prior knowledge and resources about 

filmmaking, it is in their early careers that the women gain their first work experience and 

start building resources, which will prove extremely valuable at later stages in their careers. 

Over the years, the women accumulate a collection of resources ranging from task-specific 

skills to a portfolio of new material (scripts, short films, feature films/TV episodes), to 

networks of key contacts. On a more abstract level, their creative voice, as well as their 
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“personal brand”, reputation, and, last but not least, their confidence can become valuable 

resources too.


Confidence as a resource is not to be underestimated. Maggie explains she was able to 

build confidence by finding personal coping mechanisms. For example, she explains: “My 

biggest problem was walking into a room full of people on my own, that was a huge hurdle 

for me. And someone gave some very useful coping advice and said when you walk into the 

room, head to the bar” (appx B.2.7). She finds that at the bar she can reassemble herself, 

then she can turn around to see if she knows anyone or will find someone new to engage 

with. “And it works every time” she says. Another coping mechanism she uses is to make 

use of her support network and will call someone for advice when she is confronted with a 

professional problem. Maggie demonstrates that one can become more confident by 

devising some coping mechanisms, in preparation for an uncomfortable situation.


Some resources tend to be perceived as more or less valuable to different people. Maggie, 

who claims to be a very shy person, believes that building coping mechanisms to deal with 

her lack of confidence is a huge resource in itself. Likewise, others believe that collaboration 

is extremely valuable and therefore focus on bonding and working with “the right people”. 

This confirms Shane and Venkataraman’s (2000) argument that the different beliefs about 

the value of the resources, when identified, become resources themselves too.


On the one hand, while these resources are built by the individual over time and are tied to 

one’s identity, they are easy for the individual to access; on the other hand, external 

resources are not so easy to access. As Kabeer (1992) argues, access to certain resources 

is restricted to the rules set by institutional structures, offering greater authority to some 

groups of people over others, in terms of the decision of the principles of distribution of 

such resources. This is true regarding access to finance. Even though it was not raised as 

an issue by the interviewees, the secondary data suggests that men have an unfair 

advantage in relation to access to finance in comparison with women (Follows and Kreager, 

2016). This reflects the underlying systemic issues, discussed in the Barriers section, which 
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lead to unconscious biases shaping and regulating the industry. In fact, perhaps this issue 

was not mentioned by the interviewees specifically because the prejudices are unconscious. 


Whether internal or external, resources are essential for the discovery of opportunities, as 

well as for creating opportunities. Industry knowledge, for example, is essential to identify 

the opportunity that will bear the most fruit, while self-efficacy and task-specific skills are 

vital in the opening of a new company, and therefore in creating opportunities for oneself 

and for others. Essentially, by building one’s resources, a filmmaker increases his/her 

chances for opportunities. Allison points out that a scriptwriter must undertake a laborious 

process of writing and rewriting scripts, and that only with patience and practice one will be 

able to improve. This indicates that self-improvement contributes to the building of one’s 

resources, which in turn expands the range of potential opportunities. Consecutively, seized 

opportunities turn into experiences, which then translate into resources. And so the virtuous 

circle continues, as the favourable result of each improvement boosts the beneficial effect of 

the next. In fact, this is proved by Allison herself, who previously talked about the necessary 

painstaking process of developing her scriptwriting skills, as she stresses that “I am a lot 

more hireable now after [the Netflix series]” (appx B.3.2). Her success will itself produce a 

virtuous circle of improved reputation, increased interest among her contacts and increased 

opportunities for new successes. At this point it is fair to say that ultimately opportunities 

feed off success.


Opportunities and Success 

Allison recognises herself that her big break with her episodes for the Netflix series, now 

makes her more hireable, meaning that it has opened up a world of opportunities for her, 

opportunities that are likely to be more valuable and fruitful than previous ones. Maggie’s 

experience presents a similar pattern of events. Just before producing an Oscar-winning 

film, Maggie rearranged her contractual agreements with her previous employer, so that she 

was no longer a fixed term employee but a self-employed freelancer. Had she stayed as an 

employee, she would have still worked on the film but through the company, and only by 

striking out independently did she get the recognition for her production of the award-

winning film. Her decision to go independent gave her the opportunity to acquire a lead role, 
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as opposed to always being placed in a supporting role. This represented a career break of 

Maggie, which has essentially contributed to the creation of the right conditions for 

subsequent opportunities, such as starting her own company as an independent producer.


It becomes clear here that one opportunity leads to another. One could argue that every tiny 

action can contribute to spawn new opportunities or at least the conditions for such. For 

example, constantly asking questions to learn as much as possible (Alyssa as assistant 

director), or by simply attending a conference where one might meet their next co-producer 

for a film (Maggie). These actions are seen to help filmmakers build their collection of 

resources, which in turn contribute to form the right conditions for the next opportunities. 

This supports Buenstorf’s (2007) idea that opportunities are often a result of unintended 

consequences of human action. 


Perhaps it is because they are unintended that these opportunities are often perceived by 

the filmmakers to happen by chance. While the interviewees certainly did not attribute their 

success entirely to luck, they appeared to struggle to explain how certain career-changing 

events occurred. They often used terms like “luck would have it”, “I’ve been very lucky”, 

“lucky timing”, or a matter of “sliding doors” (appx B.3.3) to refer to those transformative 

moments in their careers. Arguably, many factors are out of the filmmaker’s control, meaning 

that whether their actions work in a given environment can be put down to a matter of luck. 

However, while individual opportunities are to a large extent a matter of chance, these 

women do not seem to realise how many opportunities they create for themselves by simply 

being proactive, building resources and taking action, allowing for these opportunities to 

“appear”.


63



THE EFFECT OF ENTREPRENEURSHIP 

The Women’s Success 

Now that their entrepreneurial activity has been discussed in depth, the question to be 

asked is whether or not this process has borne any fruit for them. Have they been 

successful? And if so, what is success and how is it measured?


This is a tricky question because success can mean different things to different people. For 

Maggie success is about “making sure that you feel fulfilled”, and for her this applies 

especially in terms of being able to “fill your soul and voice”; for Aileen it is about “creating 

something that speaks to other people” and she finds this “gives purpose” to her work; 

whereas for Claire it is about having “a voice in my own stories” (appx B.4.1). One cannot 

help but notice that consistently among the filmmakers the definition of success is based on 

how they find and express their creative voice, in order to fulfil their desire for self-

expression. Furthermore, direct ownership of their creative work, by working independently, 

results in greater intrinsic motivation, from which the filmmakers also derive greater personal 

satisfaction - in their eyes, a significant measure of success.


Interestingly, the filmmakers did not appear to directly measure their success in terms of 

financial gain, recognition or status. Only Aileen openly acknowledged that one’s sense of 

achievement depends on “external validation”, in other words “knowing that other people 

like what you’re doing” (appx B.4.1). However, finding and expressing a creative voice, by 

definition means that the filmmakers want to be heard and want to communicate their 

creativity, their ideas, their stories to an audience, which implies the need for an external 

recipient to hear, acknowledge and validate their message. Additionally, when the 

filmmakers talked about their projects, they put a stronger focus on who they are for, rather 

than on what the projects are about or entail. For instance, Alyssa “made [a TV series] for 

Channel 4”, Donna wrote her recent feature film, which is “supported by the BFI and the 

BBC”, and Allison is currently “working on a series for the BBC” (appx B.1). They all make a 

point of the fact that their work is for prestigious organisations and broadcasters. Gaining 
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recognition and status within the industry is perhaps what legitimises the filmmakers’ 

personal satisfaction.


Therefore, personal satisfaction and the sense of fulfilment do not derive purely from an 

intrinsic place, but to a large extent also from the external world. So, it is not clear whether 

finding and expressing one’s creative voice is only a personal and internal process, or 

whether it is a process of adapting to the taste and demands of the commercial world. In 

other words, is it success that tells them that they have found their voice, or is this inner 

voice stronger than external drivers? Either way, what they perceive to be success is 

essentially seeing their passion come to fruition and to fulfil their desire for self-expression. 

And this is also what they call empowerment. 


Empowerment 

The day the filmmakers considered turning their careers around and becoming independent 

is the day they embarked on an incredible entrepreneurial journey. Because of this journey, 

the women are now in positions in which they can be creative and expressive and follow 

their passion, which is something that they could not do before. But above all, this 

entrepreneurial process has led to the filmmakers’ empowerment. 


One of the definitions seen in the Theory section suggests that “Empowerment is multi-

dimensional and refers to the expansion of freedom of choice and action in all spheres 

(social, economic, and political) to shape one’s life. It also implies control over resources and 

decisions” (Moghadam, 2007, p.141). In line with this view of empowerment, the women 

have gained greater freedom to make their own choices in their professional sphere. They 

have gained control over work-related decisions, for example what kind of projects to work 

on, who to work with, how to delegate the work, and so on. By being in control of these 

decisions, they have the possibility to choose among a range of alternative options. Claire, 

for example, feels empowered when she is given the freedom to choose what direction to 

take a project in, whether it is her own or someone else’s, and in particular when “I can put 

whatever characters in whatever storyline and can spread whatever message from myself to 

others” (appx B.4.1). Maggie explains that when she became independent she could finally 
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be in control of her own projects and says: “it meant that at least my brain was my own, my 

drive and my decision-making was my own, I could stand over the projects and I could also 

stand over the decisions being made on the projects” (appx B.4.2). Donna offers a different 

perspective as she perceives empowerment as the ability to be “genuinely seen without any 

filter” (appx B.4.2).


Hall (1992) believes that several important decisions must be made before the actual 

process of empowerment can take place. Firstly, women have to choose to be empowered. 

A first enabling factor for the empowerment process was the decision to accept the risks 

involved in choosing to enter the TV and film industry, which is notoriously insecure. Most 

importantly though, the choice for empowerment came when they chose what career to 

pursue within the industry, that of a writer, director and/or producer. This choice, coupled 

with a strong drive, high need for achievement, internal locus of control and high self-

efficacy, allowed the filmmakers to start and advance in the journey towards empowerment. 


Secondly, Hall (ibid.) suggests that in order to become empowered, women must choose to 

lead a meaningful life, and therefore they must question the quality of their life in order to be 

able to eventually live more fully. Indeed, the filmmakers recognised and examined the 

various barriers hindering the development of their careers, and in particular their ability to 

follow their passion, and understood that they could find a way to pursue a more meaningful 

and productive career.


This ties in with Hall’s third point, which suggests that the choice to become empowered is 

linked to the choice to be oneself, and to develop one’s potential through building resources 

and choosing actions. This essentially reflects the entrepreneurial journey that all the 

filmmakers have undertaken. As part of this journey, many women discussed the 

importance of the process of understanding who one wants to be as a director, as a writer 

or as a producer. This internal process entails gathering and building resources to be able to 

seize the right opportunities that allow one to become the person they want to be. This idea 

is capture in Maggie’s statement that “Every opportunity should be about how to build 
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yourself stronger, how to understand more about yourself and who you are as a producer 

(…) and how to be a better version in doing that“ (appx B.4.2).


From the moment the filmmakers entered the industry, even before knowing what role they 

wanted to acquire, they started building and nurturing their set of resources. As Kabeer 

(1999) notes, these resources represent the preconditions for and the medium through 

which agency, the ability to define one’s goals and work towards them, can be exercised. In 

other words, resources are key in enabling women to exercise their own professional 

choices and in allowing them to become the writers, directors, producers they want to 

become.


Hall’s final point suggests that when women become empowered they are in a better 

position to help others to become empowered too. In fact, part of the reason why the 

women have reached the positions they are in today is their desire to help the next 

generation of underrepresented filmmakers to become empowered and become the person 

they want to be. Marlene wants to enable filmmakers from the LGBTQ+ community, Donna 

and Irene want to support disabled filmmakers and actors, Allison and Alyssa try to help 

emerging female filmmakers to enter and progress in the film industry. Most importantly, 

these women have reached positions in their careers where they are able to help others for 

example by hiring women, collaborating with them as well as supporting and guiding other 

filmmakers through the same experiences they themselves have lived. Additionally, the three 

coordinators talked extensively about incentives to empower women, referring to the 

programs organised by the BFI Network for example, dedicated to encourage and 

champion women in the film industry. One must note, however, that empowerment requires 

effective action on behalf of oneself (Sahay, 1998), and therefore these efforts cannot 

directly empower filmmakers. Rather such efforts offer the opportunity for empowerment, so 

the next filmmakers will only be able to empower themselves by seizing such opportunities. 


This brings us to the final and defining point of the research. Through this study, it has been 

possible to evaluate the consequences of striking out independently and undertaking an 

entrepreneurial process. This journey has produced positive results and was generally 
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described as a transformative process at a personal level, none of which would have 

happened had they continued their career in their previous positions. These women have 

gathered and built resources, through which they have been able to discover, generate and 

seize opportunities for themselves and others, which in turn has enabled them to become 

the writer, director, producer they wanted to be. It is therefore possible to conclude that 

entrepreneurship led to the filmmakers’ empowerment. 


Women’s Empowerment in the Film Industry 

Moving beyond the personal level, the next question to be posed is what does this 

empowerment mean in the wider context of the film industry?


It has been demonstrated in the previous section that through their entrepreneurial activity 

the filmmakers generate opportunities for their own empowerment within the industry, as 

well as that of other women filmmakers. Such opportunities are of paramount importance 

for the increasing number of women in key roles and their chances of progression in the 

industry. Entrepreneurship, in this case, helps women to gain power and self-control to be 

able to thrive in a male-dominated environment. This idea is encapsulated in Chandra’s 

(1997 in: Sahay, 1998) definition: “Empowerment in its simplest form means the 

manifestation or re-distribution of power that challenges patriarchal ideology and the male 

domination” (p.18). Here, it is not a re-distribution of power, given that the empowerment of 

the filmmakers does not correspond to the disempowerment of men, but rather it is a 

manifestation of power where before there was none (or very little). Seen from a different 

angle, the empowerment of these women helps to level out the distribution of power, which 

is currently so disproportionate, and therefore to reduce the disparity between men and 

women in the film industry.


One could argue that these women did not accept the existing game and they did not want 

to comply with existing rules, so by striking out independently, they essentially decided to 

create “a new game using their own rules” (Moore, 2005, p.44). The act of gaining 

independence can be seen as their attempt to break away from the socially imposed gender 

roles, stereotypes, expectations and biases present in the hiring systems, institutional 
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structures and in the industry at large, and in so doing, they “essentially challenge the 

patriarchal ideology”. However, the new game they are playing, still takes place in the same 

industry, meaning that the filmmakers will still face many of the same challenges, seen 

previously.


Claiming that the women’s empowerment can challenge the patriarchal and androcentric 

ideologies, could lead one to believe that it is essentially men and their biases against 

women that create the problem. None of the women directly pointed a finger at men in 

justifying the gender inequality in the industry. In fact, quite the opposite. One woman says 

that men are “strong allies and want to see their female peers doing well”, and another 

suggested that for many men it is like a “breath of fresh air” to have more women to work 

with (appx B.4.3). The closest to blaming men was identified in Clara’s idea that men have 

to actively combat their bias, and “if they’re not actively doing that, then they’re part of the 

problem.” (appx B.4.3). However, it would be unfair to put the blame on men firstly, because 

they do not deliberately discriminate against women. There is no sign of organised bias, but 

rather this bias is so deeply embedded in social and cultural norms that it has become 

unconscious. And secondly, women too are liable to social biases and stereotypes, which 

are equally embedded in our norms. 


All but one interviewee believed that despite the current gender imbalance, the industry is 

seeing a shift in favour of women. They suggested that in recent times there is much greater 

awareness of the gender disparity in the film industry, which translates to more and more 

people wishing for a shift towards equality; production companies, broadcasters, funding 

bodies all want to see more women on board, and consequently women are gradually 

acquiring positions of power. Marlene was the sole interviewee to disagree. She thinks that 

“more minority groups are getting opportunities for sure” (appx B.4.3), but she does not see 

a shift towards gender equality. Marlene may have a point, because there appears to be no 

hard evidence in the industry data for a positive shift in British film industry. One could 

regard these women as the lead indicators for a shift in the industry and perhaps this shift 

has not yet been recorded in the statistical data; or perhaps they are simply over-optimistic. 

It could be that given the unconscious and often imperceptible nature of the social biases, 
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the women remain largely incognisant of the ongoing underlying biases governing the world 

they live in. But realistically, it is still too early to confirm any shift in the industry.


Towards a Gender Balanced Industry 

Whether or not a difference is already noticeable, these women give the impression that 

every step, big or small, is part of a larger movement towards gender parity. However, 

entrepreneurship alone is not sufficient to bridge the gender gap. Entrepreneurship, in this 

case, only directly enables the empowerment of women who are already established in the 

industry, and have already gathered a valuable set of resources. More women in senior 

positions will represent a pushback against the unconscious bias, and as the secondary 

data shows, where women are in key roles the gender ratio improves (Kreager, 2018). 

However, entrepreneurship is not sufficient to address the loss of female talent at the early 

stages of career development.


Alone entrepreneurship cannot address the full range of systemic issues, which are beyond 

the filmmakers’ control. UK legislation already prohibits discrimination based on gender 

(Gov.Uk, 2020a), however in the TV and film industry this legislation is clearly not effective. 

The government has existing influence over terrestrial TV through Ofcom, as well as the film 

industry through its Film Tax Relief (Gov.Uk, 2020b). At a minimum, Ofcom could require 

gender reporting by all the TV channels and the production companies that work for them. 

Likewise, gender reporting could be made an additional requirement for the entitlement for 

Film Tax Relief. While not imposing any new requirements on the industry, this transparency 

would hopefully increase the awareness of gender issues and reduce the likelihood of 

unconscious bias. It is already apparent that where public funding is requested the film 

crews tend to have a better gender balance (Follows and Kreager, 2016). So the increased 

transparency would appear to be effective, but if it is not, then the amassed evidence of 

gender inequality will make it easier to justify further political action in the future. Hopefully, 

these measures will increase the opportunities for women at all levels in the industry, and 

lead to a career progression into the key roles. Given the identified benefits of the 

entrepreneurial activity, entrepreneurship should be an integral part of educational 

programs, so that the required entrepreneurial skills are available to the emerging talent. In 
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this way, entrepreneurship could also address the loss of talent at early stages of career 

development. 


We have seen that women are just as capable as men of producing films that are 

appreciated by their audiences. But only a concerted effort in supporting the individuals and 

working to eliminate the barriers will ensure that women achieve a status in the industry 

commensurate with their demonstrated talents. Over the last fifty years society’s view of the 

role of women has changed dramatically, however, the data shows only a slow and limited 

improvement for women in the film industry. Therefore, a more collaborative effort by both 

governments and the established production companies is required to address the 

unconscious bias present in the industry. This combined with support for entrepreneurship 

might give hope for a more equitable future, where women are truly empowered to reach 

their full potential.


KEY ANALYTICAL FINDINGS 

In conclusion, it is possible to summarise the following analytical findings:


• All interviewees started in positions in mainstream companies, where they gained initial 

filmmaking skills and industry knowledge;


• Multiple barriers hindering the filmmakers’ career development were identified, some of 

which concern all filmmakers in the industry, others that concern women only (social 

biases, expectations, gender discrimination);


• These constraints triggered the filmmakers’ intrinsic motivation to pursue a more fulfilling 

career. The motivations identified are: passion, desire self-expression, desire for 

independence, desire for control;
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• The women’s motivations, together with their high need for achievement, willingness to 

take risks, a strong drive, high self-efficacy and sense of agency, stimulated them to 

engage in entrepreneurial activity;


• While low self-confidence is a common issue among filmmakers, the women’s self-

efficacy is high, 


• Entrepreneurial activity represents the process towards women’s empowerment. This 

process consists of building resources, creating the right conditions for opportunities to 

take place and to seize opportunities;


• The resources that the filmmakers build are mostly internal resources, such as skills, 

knowledge, confidence, which tend to develop with experience (by seizing opportunities). 

The development of resources is also a process of self-improvement;


• One opportunity generates the next, in other words, opportunity feeds off success;


• Gaining independence and control over one’s work represents a first sign of 

empowerment, where women have more control over the outcome of their work by having 

the ability to make their own choices as to what to work on, who to work with, etc.;


• While the filmmakers’ personal meaning of success and empowerment was self-fulfilment, 

in terms of being able to follow their passion and to express themselves, it was found that 

success consists of both personal satisfaction and external validation (recognition, status, 

etc.);


• Engaging in entrepreneurial activity is a process of recognising, seizing and generating 

opportunities which can lead to self-empowerment, as well as to the empowerment of 

others. Once a woman has empowered herself, she can create opportunities (through 

employment, film content, etc.) for other women to empower themselves. 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DISCUSSION 

RESEARCH QUESTION 

The purpose of this research is to answer the question: “How can women’s entrepreneurial 

activity generate opportunities for empowerment in the British TV and film industry?”. 

As a premise it must be said that no entrepreneurial activity is possible without the following 

key attributes: strong entrepreneurial motivation, access to resources and the ability to 

recognise and seize opportunities. In addition, it requires a high need for achievement, a 

strong drive, a willingness to take risks and self-efficacy. Once these pre-requisites are 

satisfied, the entrepreneurial activity in the film industry represents the women’s journey 

towards empowerment. Their journey is a continuous process of building resources, for 

example portfolios of film material, networks of key contacts, industry knowledge and 

filmmaking skills, all of which helps generate the right conditions for new filmmaking 

opportunities to arise, and every opportunity taken unfolds a world of new opportunities. 


The shift towards full-time self-employment allows the women to make choices and have 

control over their work and represents a first manifestation of empowerment. Independence 

and control expand the women’s freedom of choice over their work, in terms of content, film 

crews, finance, etc. During their journey, women will face challenges, for instance gender 

discrimination, fierce competition, etc., but their empowerment will persist for as long as 

they continue their entrepreneurial activity to pursue their goals and fulfil their filmmaking 

ambitions. Once a woman is empowered, she is in a position in which she can create 

opportunities for the empowerment of other women. This can be, for example, by offering 

employment, by focusing on female-led narratives, by leading workshops and programs for 

emerging female talent, or by simply giving advice from personal experience, for example, 

on how to build coping mechanisms. This is extremely important in order to facilitate the 

entry of women into and their career progression in the male-dominated TV and film industry 

and encourage them to pursue their own entrepreneurial activities. 
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REFLECTIONS ON THE FINDINGS AND THE RESEARCH STUDY 

Limitations 

This research comes with a number of limitations. Firstly, the size of the sample group is 

very limited meaning that it is not representative of the entire population. Secondly, the 

sample group includes eight filmmakers, all of whom appear to be successful in their 

careers. While they have shared their stories about their difficulties and their achievements,  

these experiences are likely to be significantly different from the experiences of women who 

have not been as fortunate, and have not been able to pursue their chosen career. This 

research is lacking the perspective that these less fortunate women. Thirdly, this study does 

not include a male perspective, which would have provided a more comprehensive 

understanding of the dynamics between the gender relations.


Furthermore, the aim of the research is to study the normative behaviours of the 

interviewees’ in order to understand their entrepreneurial journey, however, there also 

appeared to be a performative element in the women’s behaviour. Firstly, I decided to 

introduce myself to the interviewees as a Masters student looking to pursue a career in the 

film industry. I believed this would show my determination towards the study and that it 

would encourage them to engage seriously in the interviews, to speak openly and without 

feeling the need to explain or “translate” the language of their industry. I am aware, however, 

that this may have led to some kind of performative behaviour on their behalf. Secondly, 

while I contacted a number of candidates that met the selection criteria for the research 

(explained in the Methodology section), the respondents essentially followed a self-selection 

process as they accepted my request for an interview, leaving me to wonder what attracted 

them to my research: were they hoping to support an emerging female filmmaker and guide 

her way towards empowerment? At times, the women gave the impression that they were 

subtly encouraging me to pursue my desired career and they focused their discussion on 

the positive aspects more than the negative ones. Additionally, to a certain extent they 

seemed to be answering the interview questions based on their perception of my objectives. 

In other words, knowing that my research topic concerned the empowerment of female 

filmmakers, they appeared to be willing to portray a positive image for the filmmaking 
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community. In an industry where individuals are constantly marketing themselves to their 

networks of contacts, I am left to wonder whether they were to some extent “selling 

themselves” to me and whether they were entirely honest to themselves.


A final limitation concerns my personal bias in the research. Firstly, having consulted 

numerous news articles, reports and interviews regarding women in the film industry at the 

start of the research process, my perception of the issue at hand was influenced by my prior 

knowledge. The media coverage is heavily skewed towards the reporting of stories relating 

to sexual harassment scandals, the profitability of films, and the next big hit. Also, press 

coverage tends to focus on the top tier of the industry and A list filmmakers. This meant that 

I entered the interviews with a preconceived idea of the situation (for example that powerful 

men represent an intimidating figure in the eyes of female filmmakers, and that the films that 

promise the highest revenues are the favoured ones). As I proceeded through the interviews, 

I adapted the questions to minimise the level of bias as best I could. Another bias potentially 

influencing the research is the simple fact that I, the researcher, am a woman. While I believe 

to have maintained a fairly neutral stance, the extent to which this has influenced my 

research is difficult to measure.


While the sample size, the sample group, the performative element of the interviewees and 

my personal bias are all significant limitations to the research, I do not believe they influence 

the reliability of the study. If this study were to be repeated by a different researcher using a 

different sample group and sample size, I strongly believe that the key findings would be 

very similar. 


Significance Of The Study 

This study is relevant as it touches upon significant ongoing issues relating to the gender 

imbalance in the British TV and film industry. While it focuses on the UK industry, the study 

reveals significant findings, which are relevant to the international TV and film landscape, as 

well as other industries seeing similar gender inequality issues. 
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The research problem in question concerns some issues that are not apparent at first sight, 

because they are profoundly embedded in social and cultural norms. It is therefore a 

problem that needs to be deconstructed and studied in depth in order to understand its 

root-causes. The existing research, in particular news articles and industry reports, offers an 

objective perspective on the matter, providing especially quantitative figures and industry 

trends. While an objective understanding of the topic is essential, it is also crucial to 

understand the issues from the subjective views of the filmmakers who are involved in the 

issues and face the challenges at first hand. Only by combining the objective and the 

subjective perspectives is it possible to understand and more importantly address the deep-

rooted issues in question. This study contributes to the existing body of knowledge by 

providing a subjective perspective on the gender inequality in the British TV and film 

industry and by exploring a possible route to empowerment in such a gender imbalanced 

environment. 


Additionally, while there is an abundance of literature on women empowerment, the great 

majority is applied in the context of developing countries and only a very limited amount 

concerns developed countries. Likewise, entrepreneurship as a means of empowerment is 

extensively discussed among scholars but mostly in relation to developing countries. More 

specifically, as yet, there is a very limited amount of academic research on entrepreneurship 

and no research on women empowerment in the TV and film industry. This research, 

therefore, offers a new perspective and contributes to existing research by investigating the 

journeys of female filmmakers in the British TV and film industry through the lens of 

entrepreneurship and women empowerment.


Future Perspectives 

This research highlights the significance of entrepreneurship, especially in relation to women 

empowerment in the British TV and film industry. Now that the entrepreneurial journey has 

been studied in depth it is essential to focus on the practical steps to make the 

entrepreneurial route easier to pursue. Resources have been seen to be a fundamental part 

in the entrepreneurial activity and it is now crucial to find more effective ways to gather and 

build resources to facilitate the process. One suggestion is to include entrepreneurship as a 
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module in the educational curriculum. To this aim, further research is required to evaluate 

the effectiveness of the approach, by tracking the progress of emerging filmmakers having 

followed the entrepreneurial program, in order to be able to optimise the study program and 

decide on further action.


Finally, the entrepreneurial activity has been studied in terms of motivation, opportunities 

and resources and it has been concluded that entrepreneurial activity can generate 

opportunities to empower women, and that empowerment will persist for as long as women 

continue working towards their goals. However, the level of motivation will naturally fluctuate 

influencing aspects of the entrepreneurial process. Further research is required to 

investigate how the intensity and duration of motivation can affect the entrepreneurial 

process, and the extent to which the entrepreneurial process, as well as the process of 

empowerment can persist into the future. 
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CONCLUSION 

The gender disparity in the British TV and film industry is flagrant and reprehensible. Only 

about a quarter of all UK producers and scriptwriters and about an eighth of directors are 

women (cf. Background). Not only are there fewer women in the industry, but the women 

who have managed to enter it in tend not to progress as easily as men do. What is worse 

still is that over the last decade there has been very little improvement. This research has 

explored the problem at hand and has aimed to give it more definition.


Behind the daunting industry figures are the experiences of hardworking women, for whom 

toil and strive are part of their ordinary lives. Through a qualitative research method, this 

study has given voice to eleven women, whose stories depict a complex reality of the 

industry. By telling stories of their professional journeys, of the difficulties they faced, of the 

opportunities the seized, the experiences they lived and the emotions they felt, these 

strong-minded women have provided a subjective perspective on what it means to be a 

woman in a male-dominated industry.


We have seen that the industry is overrun by barriers, some (competition, financial barriers, 

personal challenges) concerning filmmakers at large, while others (social biases, gender 

stereotypes, gender discriminations) concerning for the most part female filmmakers. The 

interpretivist research approach involved analysing the normativity in the experiences of 

interviewees, thus leading to find explanations for certain actions and behaviours. Some 

behaviours, such as the Impostor experience, or self-exclusion, have been identified as 

reactions to social conditioning, as opposed to results of conscious rational decision-

making. This may be an explanation for the low industry figures in relation to women, as well 

as an indication of the subtlety and the intricacy of the issue at hand. 


The thesis has explored the women’s entrepreneurial journey as a response to the 

constraints hindering them from reaching their full potential. A study of their motivations to 

pursue self-employment was fundamental for understanding their challenges and 

successes. We have seen that although passion and a desire for self-expression were the 
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most prominent motivators, these would not have led the women to success without drive, 

a need for achievement, risk-taking propensity and self-efficacy. The research has shown 

that the women’s entrepreneurial activity is a continuous process of gathering resources and 

seizing opportunities, and the better the resources the wider the range of potential 

opportunities. The development of one’s resources involves improving one’s skills and 

knowledge, building portfolios of material, developing coping mechanisms, which allow to 

establish the right conditions for the creation and discovery of opportunities. The attainment 

of independence results from a self-created opportunity and represents a first manifestation 

of empowerment. Seizing that opportunity, making that first choice to become independent, 

can lead to a whole new world of opportunities for the individual herself and for others. 

Entrepreneurial activity enhances chances for recognition and progression in the industry, 

and above all allows for self-fulfilment.


As discussed, the issues affecting the rise of women in the industry are many and varied, 

and intervention on behalf of the government and institutions is needed, in order to reduce 

the unconscious bias regulating the current industry dynamics. This thesis has brought to 

light the importance of entrepreneurship for the empowerment of women, and a stronger 

focus on female entrepreneurship should be encouraged at all levels of the industry, as it 

can generate an effective network of opportunities for female filmmakers, resulting in a 

movement towards a more gender balanced industry. 


The seeds for gender equality have been planted quite a long time ago, and now, after much 

cultivation, there is hope that they are starting to bear fruit. There is still a long way to go 

and no one really knows quite how long. Unfortunately, there is no shortcut to 

empowerment, nor to reaching gender equality, but as Beverly Sills once said “There are no 

shortcuts to any place worth going”.  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APPENDICES 

APPENDIX A - SECONDARY DATA 

Appendix A.1 

Female producers: 

The diagram shows an increase in the percentage of female producers in the British film 

industry over a 70-year period. Between 2007 and 2017 there seems to have been roughly a 

5% increase in the number of female producers. 


	 	 	 	 	 	 	 	 	 





	 	 	 	 	 	 	 	         Source: Follows, 2019
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Female scriptwriters: 

The following diagram highlights the percentage of female writers in UK feature films and TV 

episodes over a 12-year period. Over this period there does not seem to be a significant rise 

in the percentage of female writers. 





	 	 	 	 	 	 	      	        Source: Kreager, 2018
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Appendix A.2 

This diagram portrays the negative correlation between the estimated advertising rates of 

the primetime programming slot and the percentage chance an episode is predominantly 

female-written.


	 	 	 	 	 	 	 Source: Kreager and Follows, 2018
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Appendix A.3 

The diagrams provide evidence that female-directed films are have better ratings both from 

the male and female audiences and from film critics.





	 	 	 	 	 	 	        Source: Follows and Kreager, 2016





	 	 	 	 	 	 	         Source Follows and Kreager, 2016
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APPENDIX B - INTERVIEW EXTRACTS PER SECTION 

Appendix B.1 - Starting Out 

Allison: “Then I got back from India, found a job in reviewing scripts and assisted a producer 
in a production company. This is where I learnt the most about film, it helped me really 
understand what the process was to make a film, you know the financing, the casting and 
how it all worked. So I was a development assistant for three years. I stopped making my 
own films but kept writing. I was working with really interesting people, and we collaborated 
on many things. They read my scripts and we helped each other out. But I didn’t have 
enough time to really focus on writing. After three years I thought I’d move on, because at 
that point I felt like I had really learnt the necessary skills to work in the industry. So after 
three years I left and decided to really focus on my own writing and was temping on the side 
to be able to pay the bills.”


Irene:  “So I started off in development, which is kind of actually what I always wanted to do, 
work with writers and work with scripts and I ended up working with an incredibly smart guy, 
brilliant business man, for a number of years, and then basically I developed a film, which 
Jack Thorne wrote, and my experience in developing that film with him was really wonderful, 
and then the point came where the film was about to be made and I couldn’t just hand it 
over to someone else so I ended up producing it, and sort of accidentally I became a 
producer, it’s not necessarily something I would’ve thought to become. And then quite 
quickly after that, I sort of realised if you want to produce, unless you are very fortunate and 
you’re in a company where the person who runs the company really wants to enable you to 
do that, you kind of can’t really do that because you’re always working to their taste. And I 
had a baby, sort of at a similar time, when I made my first film actually, so I ended up leaving 
the company and setting up my own company, and when I did that I sort of had no idea of 
what I was doing, I didn’t necessarily have a plan, no idea of how to raise development 
finance, raise production finance, I didn’t even know what kind of thing I wanted to make, so 
first thing I did was to take a year to figure out what I wanted to make. And because I had 
come out of development I could do quite a lot of script editing for people, so I could make 
enough money by script editing to not have to make a film for a couple of years.”


Alyssa: “I had one short film under my belt but I really I didn’t know what I was doing. So I 
was in the industry for ages as an assistant director and made loads of contacts and made it 
work and then started making short films. Then I made Pure for Channel 4, which is my first 
TV show last year” 

Donna: “Then I wrote Tuesday, which was supported by the BFI and the BBC, and before 
this crazy pandemic we were suppose to shoot it in September.” 

Appendix B.2 - Barriers to Career Development 
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Appendix B.2.1 - Social Structures


Clara: “So part of the barrier is down to people hiring, and those in the position on hiring 
have been predominantly men. I think there are also those barriers that concern women in 
terms of childcare, and those types of responsibilities, and I think there is this pressure for a 
women to feel the need to have to pick between being a mother and being a career-woman 
which is absolutely ridiculous obviously. We can be both, we can do everything. And another 
thing I think growing up in a patriarchy you learn certain habits, and you learn to not put 
yourself out there as much as men do, it’s kind of crazy as simple as that sometimes, we’ve 
just been taught to be quiet and polite. So it sometimes feels like someone else tells us how 
we should behave. It comes down to when you’re going for a job, the likelihood that a man 
will go for a job that they are under-qualified for is much higher than a woman ever going for 
that job, so men inevitably progress quicker because men are taking those kind of risks and 
reaching for those higher positions, which they may not feel they’re ready for, whereas I think 
traditionally women are kind of programmed to be more reserved and not taking those risks.” 

Irene: “I think it’s a matter of seeing oneself, you know now that there are a lot more DoPs, 
so if a young woman starts off as a runner and is planning on going into development, then 
she might think “oh actually I could be a camera person”. I think this is really important the ‘if 
you can see it, you can be it’ kind of thing.” 

	  
Appendix B.2.2 - Social Biases 

Aileen: “Women are socialised to be less forthright, less bossy, I think that’s also part of it. 
There is also the tendency for men to be seen as individuals, whereas women are seen as a 
collective. So for example, a friend told me this story about this production company where 
they said they had already tried a woman director but it didn’t work. And what they meant 
was that “we can never hire another women director because this one woman failed”, and it 
is a crazy thing to say when every year men fail and other men do not get blamed for the 
failures of other men. So i think there can be this tendency where men take women as a 
genre of people.” 

“I think we have a long way to go before women’s stories are seen as universal as men’s 
stories are accepted to be. There’s a danger of ghettoisation, as if women are a sub-genre 
rather than half the population. I think there is a heavy cultural bias towards thinking that 
women’s stories are for women.”


Donna:  “I think it’s difficult to see discrimination when you haven’t experienced it. For years 
and years, men have had difficulties rapping their minds around it (gender equality) and 
women have been seen in a certain way, like ‘women are sensitive’ ‘women are this and 
that’, and I think subconsciously those things feed into men’s understanding when women 
express their concerns and express the discrimination that they face.”
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Allison: “A lot of the barriers come from misconceptions and stereotypes, like ‘women don’t 
have what it takes’, it is also a job that tends to be associated with male traits. You have to 
be decisive, be a good leader, be creative, also men are more often in a positions of power 
and so they are more likely to hire male filmmakers, so I would say they are mostly structural 
reasons. But this is certainly shifting because there are more women in those positions of 
power and hiring and I think in general the industry has gone ‘wait a minute we need to 
actually make a difference here’ and consequently more women have been getting hired.” 

Jennifer: “I just think that if you want to do it you just have to do it. I hear a lot of women say 
“oh should I apply?” and I say “yes, apply! If you were a bloke would you apply? Yes of 
course you’d apply”. And not be afraid of rejection. I think women can be very afraid of 
rejection and are more sensitive to that and I think you just have to overcome that by yourself 
and go out there.” 

Appendix B.2.3 - Gender Discrimination 

Donna:  “Specific roles definitely helps to minimise confusion. In general a lot of my films are 
production heavy and have a lot of CGI and rather complicated stuff, even when I don’t have 
a lot of money that I sort of try to do something that is on the brink of impossible, and then I 
dedicate every single molecule of my energy and my time into making it. And that’s maybe 
the difficult way of doing it but it’s a type of approach that fits with my personality and I can 
deal with it. Anyway my point being that since because of the type of films I make I spend a 
lot time with CGI people, the production people or money people or whatever, and whether 
it was my age or the way I looked, definitely my gender, but also the way I speak, there’s 
always some sort of confusion as to how they should approach me, especially when it is 
older men, their brain needs time to adapt to the idea that they have to work for me or with 
me as the director.”


Aileen: “I don’t think I have encountered any misogyny or any pushback because I am a 
woman. There has been a bit of whispering but generally my crews have been brilliant, very 
supportive of what I’m doing and are an absolute pleasure to work with. There’s been the 
odd occasion where I’d feel that people don’t take me as seriously as I would if I were a 
man, for example when people would ask a question to the male director of photography 
even though I’m the director. But I mean that’s very minor and as I’ve said I have nothing to 
compare it to, I don’t really know about other women directors’ experiences.” 

Appendix B.2.4 - Industry Conditions 
Ivana: “Whenever I talk about my career I want to say that when I started off there were 
about 4 independent producers and 20 mid-range companies, 30 probably, while now there 
are about 6 mid-range producers and 150 independent producers. So the whole industry 
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landscape has changed, everyone has become a lot more entrepreneurial. Essentially the 
film industry has become impossible, like it doesn’t add up.”


Donna: “I think in the film industry there is so much insecurity, and so much brutal Darwinian 
battle.”


Irene: “The most difficult thing for me is actually accepting that…. you know, you make all 
sorts of mistakes and you learn from your mistakes and you’re happy to make mistakes, but 
there are times where you do absolutely everything right and because the industry is in poor 
shape you just can’t make the film, and that is very difficult and difficult to accept. Basically 
to accept that you’re living in an industry that is fundamentally flawed and therefore it might 
not work.” 

Appendix B.2.5 - Financial Barriers 

Irene: “I mean people are going to the cinema a lot less, it’s very hard to make a film go into 
profit even if your film is a success, as a producer you don’t get paid when the film is in 
development, so it’s very hard to survive in between films, so you know it doesn’t really make 
sense.”


Marlene: “Lack of support, lack of funding for emerging writers/directors and producers. 
Especially producers. Generally this is a very difficult industry if you are from a working class 
background.” 

Appendix B.2.6 - Lack of Support 

Donna: “The discouragement was mostly my tutors. For example, in my films there there is 
always this connection between fantasy and reality and I would get feedback like “why don’t 
you just make a good, nice film? That’s all you need, why do you have an animal that talks?”. 
I think with women a lot of the time when you’re trying to say something especially if it’s not 
taking itself super seriously, or there some sort of humour involved, or there’s some sort of 
fantasy involved, or any sort of original spin on it, all of the time you’ll get people who 
assume these are mistakes.”


Aileen: “When I was a film student and was talking to a friend of a friend who was in the film 
industry already and I was saying I would like to be a director one day and she said I didn’t 
have the right personality for it. And what I understood from it is that you have to be a total 
ballbreaker, you have to be willing to go in and scream at everybody. I personally don’t think 
that’s true, but historically there was this perception that you had to be like that and many 
men are still like that but I don’t think it’s like that for women, because women have a very 
different way of managing people. I manage people very well.“ 
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“Part of it is as I told to you earlier, although I was making films that other people at the 
university liked, I still had someone tell me that I didn’t have the right personality, that was 
aggressive and masculine, so part of it is discouragement.”  

Appendix B.2.7 - Lack of Confidence 

Claire: “I suppose it would be possibly the fact that if you’re… there’s something about 
confidence. If you’re seeing all these males getting all these prestigious awards and doing 
really well, as a man you might think ‘I could do that’, but as a woman you might not have 
the same instinctive reaction and won’t go like ‘I could do that too’, I don’t know.” 

Alyssa: “Building confidence is probably a barrier, and I don’t mean women in general, I 
mean just me. It’s such a big job, and I love it, but it frightens me beyond anything. And the 
Impostor syndrome is really strong, I genuinely get home at the end of the day and think ‘oh 
my God I fooled them again, how am I possibly at the helm of this thing?’. It’s sort of an 
exhausting inner battle of saying to yourself “I’ve got this, I can do it, I’ve been hired for this 
job for a reason” but also the self-flagellating and lack of confidence in what you are doing. 
For me it’s a personal confidence thing.”


Maggie: “I think part of the fear of intimidation is that you don’t know, and that someone is 
going to take advantage of you and that you’re going to look silly for not knowing. I think it 
can become a spiral of negativity: “I’m not good enough, I don’t know enough”. But actually 
there are people who do know and who are very willing to have a conversation and say “in 
my experience I have never dealt with that; or I have dealt with that and here’s how I dealt 
with that, or here’s the person who knows that person and will be able to help you”. The 
thought of not looking stupid in front of someone else is a very real thing”


Jennifer: “We’re quite keen when a female writer comes through and she doesn’t know any 
directors to direct the film, and so we suggest “why don’t you do it?” and sometimes they 
are genuinely not interested in it but a lot of the times they are but they just don’t know how 
to do it. So we run lots of workshops where we try to demystify that process, so we make it 
a bit more transparent and give opportunities to work with an experienced director and some 
actors in a risk-free environment.” 

Matilda: “It’s interesting to think what the barriers to entry were then, a lot of the thinking 
that we did in the evolution of the network since 2015, in 2018 we changed it slightly and 
again it was about removing barriers, we tried to do much more ‘shop front windows’, so we 
tried to do a lot more events, we tried to get people to stop self-excluding, and trying to get 
more people in.” 

Maggie: “I think it’s about figuring out coping mechanisms. It depends on the kind of person 
you are. A person who is overconfident is at risk as much as someone who in under-
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confident.  I think that if you’re over-confident you don’t see things that the under-confident 
person looks at and studies and thinks about. I’m definitely very shy it meant that I was 
looking and learning and listening a lot, rather than stepping into the frame doing the 
discussion, and the more I felt sure about my voice and my opinion on things, the more able 
I was to have a conversation about it. But I think that coping mechanisms were the first 
building block for that. Part of the reason that I didn’t want to go to university was that I was 
incredibly shy, but the thought of being a place with that many students filled me with 
absolute terror. But I went into an environment, in acquisitions where you had to be out there 
talking to people, engaging, going to big parties, going to festivals, meeting loads of people 
you have never met before and it was frightening. My biggest problem was walking into a 
room full of people on my own, that was a huge hurdle for me. And someone gave some 
very useful coping advice and said when you walk into the room, head to the bar. Just go to 
the bar, get to the bar, realise that everyone’s going to relax, they see a new person in the 
room and whatever they’re going to carry on, and then turn around and look for someone 
that you know. And I still use that if I go into a room of people that I don’t know, I just head 
to a place where I can reassemble myself and it takes the pressure off thinking, I’ve got to go 
into an empty room and just stand there alone. And it works every time, because you get to 
the bar and then someone will know that you’re on your own and will help you out, or you’ll 
recognise someone, or you don’t know anyone and then actually you stay there for a 
moment and then you engage with someone. That is actually a good coping mechanism.” 

Appendix B.3 - Entrepreneurial Response 

Appendix B.3.1 - Motivation to Act 

Marlene: “I trained as an actor and then began writing my own material, monologues, short 
scenes and short plays which continued and evolved over the years. I developed a passion 
for film and how much you can achieve once you have a camera.” 

Donna: “Always through my education, a lot of the things that I made were very pedantically 
thought out and got a lot of positive feedback but I still experienced a lot of discouragement, 
I think it primarily had to do with the combination of being a woman but also the general way 
in which I approached storytelling, I think if you’re trying to find your creative voice, which 
has always been really important for me, I felt like I really had to understand what I wanted to 
say and how exactly do I want to tell it, which is actually really difficult because there is so 
much content and so many way you can create it and there are so many people telling you 
what you should be doing.” 

Claire: ”I was going to go into fine arts and sculpture when I was in college. And I did my 
first year at UCA, which gives you access to all the different subjects and there was an 
animation course, which I didn’t realise and didn’t really think about it, but I tried it out and I 
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was like ‘ah this is great’ and I realised that it was so much about story telling, seeing other 
worlds and you get to be a story teller with your sculptures, so that’s how I got into it and 
chose it as a career path. And after graduation I was lucky with timing because a local 
Edinburgh production company was looking for young people for their junior program, which 
was in stop motion animation which is what my degree was in. So that was quite a lucky 
timing.” 

Alyssa: “My goal is to make people laugh and to make people think. I think that if you can 
make someone laugh in that moment you can change their mind. It’s not that I have massive 
political ambitions, but I quite like being able to subtly getting a point across without making 
an audience feel like their being hit in the head with your point, which is why I really like 
comedy-drama. And of course, it has to be relevant to place and time. I think all anyone 
wants is to feel like they’re understood, so if you make something you want someone to get 
it because otherwise you’ll think yourself crazy inside your own head. So I just want to make 
something that resonates with people.” 

Clara: “It’s the same for any underrepresented group that there is this constant need to 
prove yourself, which ultimately means that you work harder than other people who have 
perhaps been in an easier position. I think the work ethic that comes from that is huge and is 
very beneficial when you look at things I guess in a business sense. Something we see quite 
a lot is that filmmakers want to have their own voice, and a lot of times they don’t want to be 
influenced by others but they want to be seen and appreciated for who they are and the 
work they produce.” 

Irene: “I think I figured out that there are different types of producers. You might open a 
company because you want to control the way the film is financed, maybe because you 
want to do something different from what other people are doing, you might want your own 
business because you want all the money. For me, I realised I could only produce films that I 
loved and if you’re working for someone else you really can’t just follow your nose and do 
the things you love, because often the things that you love might look crazy to someone 
else.“ 

Maggie: “And then I got to the point where actually the next step happened for me, which 
was that I hit the ceiling, within an environment which I thought was completely liberated, 
and that was a bit of an awakening for me. I’m a real collaborator, I like working with people, 
I enjoy when everyone’s strong and that is something that is empowering for me and for 
everybody, when everybody was doing well. So I realised that this was as far as I could go, 
because I’m just not being let in completely.” 

“I think at Element people take a lot of risks and the founders take a lot of risks for their 
companies and they protect their company, and the people who work there are amazing but 
it’s still their company, and I respect that. So if you’re not given enough oxygen, then you’re 

97



always going to be working in someone else’s company, and it’s ultimately building it for 
them, as opposed to you being embraced as part of that property.”  

“It’s risky, you don’t know if you’re going to succeed, but also you don’t know what the 
structure is, there’s no rules, I mean there are rules about how you submit but it’s a bit free-
flowing, it’s organic. And I think what I started to realise was that I was participating in my 
own future, as opposed to be participating in someone else’s future. And that’s a big 
mindset changer, because you’re believing in what you’re building as opposed to what 
you’re building for someone else.” 

Alyssa: “I have to say I wasn’t that confident because I am kind of neurotic and mad, but 
you just kind of have to give it a shot. And I watched that the other day and I noticed there 
are things that now I’d do differently and I still see the cracks, I think I will always see the 
cracks in my own work and I don’t think I’ll ever be completely happy with something I’ve 
made, but I don’t think anyone ever is, because you’re always pushing to do more. But I was 
very pleased with the result, but you can never be sure before you do it. I still actually don’t 
know whether it was a success, I mean what is success? It can be different for everyone.” 

Maggie: “Scared, nervous about whether it would work, or if I could do it. But also I looked 
at the risk of being employed by someone else and the fact that actually it’s not in your 
control there either, you might have stability for a period of time, but you’re not filling up your 
soul and your voice. So you’re still in a risky situation because you’re still beholding 
someone else’s decision-making. So I thought I could take up the risk, I can take the control, 
and I believe in building myself, so it won out , if I can consult enough, then I can take the 
time to build up my slate, and recover.” 

Aileen: “I can say about my own personality that I’m pretty outgoing, and my father before 
he died used to call me the Boss, so I’ve always had that kind of personality, but I’m not 
aggressive in a negative way, I’m very nurturing and I look after my crew and I think they like 
that. But this is in contrast to other stories I hear about crew that have had directors, and 
here I’m referring to male directors, who are very bullish, very aggressive, unpleasant, and 
from what I hear it seems quite normal especially at a higher level. When I was a film student 
and was talking to a friend of a friend who was in the film industry already and I was saying I 
would like to be a director one day and she said I didn’t have the right personality for it. And 
what I understood from it is that you have to be a total ballbreaker, you have to be willing to 
go in and scream at everybody. I personally don’t think that’s true, but historically there was 
this perception that you had to be like that and many men are still like that but I don’t think 
it’s like that for women, because women have a very different way of managing people. I 
manage people very well.” 

Clara: “I think it’s also about hearing the people on the panel and the guests who come in to 
give a talk, perhaps they are people you look up to or that are a bit ahead of you, but then 
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hearing from them that they’ve also felt what you’re feeling and they’ve also encountered the 
same difficulties in getting things made, and they’ve also made mistakes so they can talk 
about that. And I think it’s also important to know that it’s never going to be an easy ride and 
that you’re always going to have to work hard, and you’re always going to make mistakes as 
you go along, but it’s also about having the confidence to pick yourself up and keep going 
and I think hearing it from those people is very beneficial and encouraging.” 

Appendix B.3.2 - Seizing Opportunities and Exploiting Resources for Entrepreneurial Activity 

Allison: “Once you have an agent, it’s a little easier, because you also have more material 
that you can share, critics will see it and will call you in. But you also have to know that the 
first scripts you’re going to write are not gonna land you on any job. The chances are low but 
you have to keep writing and then slowly you get better and better, you have to believe in 
yourself and then you’ll get a job.” 

“Talking about it like this and looking back it seems like it all progressed smoothly, but 
actually on the way through it it was really really hard. Of course, a lot depends on luck and 
being in the right place at the right time but at the same time I feel I have made my own 
opportunities by just accepting whatever I had offered to me.* 

“You just have to be motivated to keep going, you’ll get a lot of rejections but the more you 
get out there the more you build your portfolio. But it’s also a lot about opportunity and 
networking and meeting the right people. Because if you don’t give someone an opportunity 
at the first hurdle they may never get through and it is a chain reaction, only after the first 
hurdle you get to the second and so on.  For example, I am a lot more hireable now after Sex 
Education in fact I am now writing a series for the BBC.” 

Appendix B.3.3 - Luck 

Maggie: “And that was great because I was in a safe position where I could produce films 
and keep honing those skills, and luck would have it, I got to produce some amazing films.” 

Aileen: “I have nothing to compare that to. But certainly, I feel I’ve been very lucky so far, I 
don’t think I have encountered any misogyny or any pushback because I am a woman.” 

Claire: “And after graduation I was lucky with timing because a local Edinburgh production 
company was looking for young people for their junior program, which was in stop motion 
animation which is what my degree was in. So that was quite a lucky timing.” 

Matilda: “And also definitely think that it’s about sliding doors and timing, and don’t think 
that will ever not be a part of someone’s success story.” 
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Appendix B.4 - The Effect Of Entrepreneurship 

Appendix B.4.1 - The Women’s Success 

Aileen: “I hate to say it but I think external validation is important, knowing that other people 
like what you’re doing. You know there is an art effect, it’s about creating something that 
speaks to other people. And if a person, even better if it’s a stranger who says ‘this spoke to 
me, I know what you meant by this’, that’s very validating, it gives purpose to what you do.” 

Maggie: “But also I looked at the risk of being employed by someone else and the fact that 
actually it’s not in your control there either, you might have stability for a period of time, but 
you’re not filling up your soul and your voice.”


Claire: “I don’t think I think about it in that way, but every time I make something personal, if 
someone gives me the freedom to write a story or make a film about whatever , even if it’s a 
music video and someone say ‘just go ahead and do whatever’, I guess I could say I feel 
empowered because then I can put whatever characters in whatever storyline and can 
spread whatever message from myself to others. So I feel I have a voice in my own stories.” 

Appendix B.4.2 - Filmmakers’ Empowerment 

Maggie: “That’s one of the big things for me, I didn’t want to have someone over my 
shoulder, I wanted to try and support my mind, my approach where I felt liberated enough to 
do it, free of fear. And my only fear was “how do I keep myself alive?”. So it meant that at 
least my brain was my own, my drive and my decision-making was my own, I could stand 
over the projects and I could also stand over the decisions being made on the 
projects.You’re always working in collaboration with people but you’re standing over your 
part of your voice, and not over someone else’s decision where you’re thinking you don’t 
really want to do that.” 

“I would say that it (empowerment) comes from within. We become the person we want to 
be. So I’d say I empowered myself. I think there are people along the way that can help you 
empower yourself by giving you opportunities. If you take those opportunities and put the 
control and the power in their hands, you’re not growing, and I think every step of the way 
you need to be growing and building and empowering yourself within yourself. Every 
opportunity should be about how to build yourself stronger, how to understand more about 
yourself and who you are as a producer, if that’s what you choose to do, and how to be a 
better version in doing that. You are your own brand effectively.”
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Donna: “I think for me empowerment is about being seen correctly, being genuinely seen 
without any filter, being seen genuinely for who I am. Obviously it helps if the person likes 
you, but even if they don’t and we don’t agree on some things then that’s fine, that’s in your 
own terms.” 

Appendix B.4.3 - Women’s Empowerment in the Film Industry 

Jennifer: “I think all of the male filmmakers that I work with are strong allies and want to see 
their female peers doing well. And the whole ethos of BFI Network is to bring together 
people from very different backgrounds and cultures and filmmaking practice and put them 
together in a room and their peers and they can learn from each other and grow together.” 

Irene: “Directors who are working on TV shows that have been running for a very long time 
find a lot of sexism and have a really hard time and I think that is still very problematic, but I 
think that for a lot of men in the industry it’s a breath of fresh air.” 

Clara: “I think that especially men who have position of power, whether it’s commissioning 
or programming or festivals or that kind of thing, they have to take it upon themselves to 
platform different voices as well, and if they’re not actively doing that, then they’re part of the 
problem.” 

Marlene: “I don’t think the industry is shifting, if it is I’m not really seeing that. I think more 
minority groups are getting opportunities for sure. But when it comes to mainstream cinema 
and TV the jobs generally go to experienced men.” 

101


	INTRODUCTION
	BACKGROUND
	LITERATURE REVIEW
	GENDER VIEWS
	The Social Construction of Gender
	Gender Roles and Relations and Gender Inequality
	WOMEN EMPOWERMENT
	ENTREPRENEURSHIP
	Entrepreneurial Motivation
	Entrepreneurial Opportunities
	Entrepreneurial Resources
	GENDER AND ENTREPRENEURSHIP
	EMPOWERMENT AND ENTREPRENREURSHIP
	CONCLUSION OF LITERATURE REVIEW
	METHODOLOGY
	RESEARCH PHILOSOPHY
	RESEARCH AND ANALYTICAL METHODS
	DATA COLLECTION METHODS
	Sample Group
	Interviews
	Ethics
	ANALYTICAL APPROACH
	DATA VALIDITY AND RELIABILITY
	RESEARCH LIMITATIONS
	ANALYSIS
	AN INTRODUCTION TO THE ENTREPRENEURIAL WOMEN
	STARTING OUT
	BARRIERS TO CAREER DEVELOPMENT
	ENTREPRENEURIAL RESPONSE
	Motivation to Act
	Seizing Opportunities and Exploiting Resources for Entrepreneurial Activity
	THE EFFECT OF ENTREPRENEURSHIP
	The Women’s Success
	Empowerment
	Women’s Empowerment in the Film Industry
	Towards a Gender Balanced Industry
	KEY ANALYTICAL FINDINGS
	DISCUSSION
	RESEARCH QUESTION
	REFLECTIONS ON THE FINDINGS AND THE RESEARCH STUDY
	Limitations
	Significance Of The Study
	Future Perspectives
	CONCLUSION
	BIBLIOGRAPHY
	APPENDICES
	APPENDIX A - SECONDARY DATA
	APPENDIX B - INTERVIEW EXTRACTS PER SECTION

