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ABSTRACT

This paper empirically investigates whether there more roles written for men than those
written for women in theater plays. A novel dagttbat is derived by the authors themselves bygusi
the archives of Turkish State Theaters is employed found in the paper that there are more sole
written for man than those written for females lnedter plays. Plays by female authors have a
relatively higher ratio of female roles to maleesleven though the number of female roles is smalle
on average. Plays by Turkish authors do have dlsnratio of female to male roles.

Keywords. Female actors, Male actors, Female representatibheater, Turkish State
Theaters.

1. INTRODUCTION

This paper empirically investigates whether the benof roles written for females is
smaller than those written for males in theateyglaWomen have increased their role in
social life over time. The increased role of wonmresocial life can be represented or seen in
many artistic and cultural production and consumptjparticipation/attendance). It is an
empirical fact that the overall labor force pagation rate of females in many sectors has
also increased over the last several decades. efbhey the increased representation of
females in art and culture sector either as arfjgteducers of art) and participants or
consumers of artistic and cultural goods is notkpeeted. In fact, in many art fields, females
as artists or consumers of art have been increasadiderably. This paper, however,
investigates a different type of representatiorieafiales in arts; to what extent females take
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parts or occupy some place in the topics or subjetta play in live theater. In another
words, this paper empirically investigates femalgagements in the events that are subjects
of theater plays. The empirical measure, in thisgp, of female engagements in the events or
female related events that are subject of theddssps the ratio of female to male roles in a
play. This paper, therefore, is based on the guresthether live theater plays have smaller
female roles than male roles. In another words, plaper sheds some light on whether
females occupy a place in live theater not as duymer or a consumer (audience) of a play,
but as a subject of the play. The distinctionngartant; female representation does not
mean, in this paper, as the increased number istsadr increased female consumption of or
participation to different art forms. If live thiea is a mirror for a society in which it exists, a
usually claimed to be so from time to time by teegteople, what should be the ratio of roles
written for females to those written for males?

This paper empirically investigates, by using aquei data set organized by the
authors themselves by using the archives of th&iSliState Theaters (TST), whether there is
smaller number of female roles than male roleshaater plays. Playwrights take several
constraints into considerations when they writartpiays. One of the possibilities is that
there might be smaller number of female actorsweéi@r, we assume that playwrights do not
worry too much about the availability of femalea@stwhen they write their plays since it is
known in the history of theater that male actansthie old times, also acted for female roles
by using makeup, wearing wigs etc. In additiomyplrights might not know the descriptive
statistics about the number of female and maleraatothe market. There is also no organic
link between theaters and playwrights. That isrehare no “home-playwrights or resident
playwrights” for many theaters. Therefore, plaghts, most of the time, are not writing
their plays according to predetermined orders efatér companies. Although playwrights
take into consideration of different constraints ‘fstagebility” of their plays, we assume that
scarceness or availability of female actors isama of the big constraints, at least for modern
times. The evidence that we can use to supporamument is the fact that in many TV
sitcoms and series, male to female ratio is clos&:1 or smaller than 1. The data we
collected by investigating major fourteen TV seneslTurkey show that the ratio of male
actors to female actors is close to 1 on averdgeeven of the series, the number of female
actors is even much higher than that of male actdherefore, scarcity of female actors is not
a major concern for managers or producers of thesitddms and series or films. Female
actors are easily available for TV and films.

Even though, availability of female actors mightt noe a main concern for
playwrights, it is known that the number of totales in a theater play is one of the major
constraints that playwrights take into consideratwhen they write their plays. It is
understandably known that theater companies orpgroespecially private theaters, prefer
plays with smaller number of roles, smaller caBlays with smaller number of roles have
proportionate decorations and therefore smalledyction costs. In other words, plays with
smaller number of roles have higher probabilitypéostaged. This is also an empirical finding
that is reached by personally interviewing manyaie theater managers and directors in
Istanbul.

More crude answer to the question of why theramalker number of female roles in
theater plays would be that the world is a maleddamt world and live theater reflects this
fact better than TV and cinema. Cinema and otkésiicoms and series have a smaller ratio
of male to female actors. Cinema and TV sitconts series don't really reflect the world as
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it is, they reflect it in a sense more ideal worl@ihey only need to get audience attention
because they deal with various ratings. Movies B¥idshows and series are subject to the
rules of market economy compared to live thealdre live theater in almost every country is
subsidized by the public institutions or centragmments. Therefore TV sitcoms, series
and movies try to meet the audience demand. Theynalined to produce more popular
shows with more popular taste. As a result, tmejude more action that can be achievable
with more females and sex compared to the livetéhg&€eulemans and Fauconnier, 1979).
If this observation is somewhat acceptable, them theater as compared to cinema and TV
series really does a good job for understandinglaging, and depicting the real world.
Therefore, there should be nothing there to bermag when one sees more male roles than
female roles in live theater if real life is malendinant in various aspects of societyhis
paper does not intent to answer all the questibas it raises here. It provides, however,
empirical evidence that there are more roles writtg men than those written for women in
live theater plays that are included in the repgrpmol of Turkish State Theater (TST)his
paper, therefore, empirically uses a novel datadeated from the archives of TST. This
data set is organized by the authors themselveg) uke archives of TST and is used first
time in this current paper. In addition, this typkarchives of plays, to the best of our
knowledge, is not prepared for any other countiy ye

The paper is organized as follows. The next sedbioefly summarizes the relevant
literature. Section three gives descriptive stagsand includes regression analysis. Finally,
section four concludes the paper.

2. BRIEF LITERATURE REVIEW

There is not much directly related literature tts tburrent paper. To the best of our
knowledge, the number of female and male rolef@ater plays by using a relevant data set
has not been studied before since related datatigavailable for many countries. For this
reason, gender related art and culture literagileiefly reviewed here.

The gender related literature about economics tf and culture can mainly be
summarized in two different aspects: the productioand consumption
(participation/attendance) of artistic and cultugabd and services. The production side is
related to the differences in the number and sostalus of female and male artists in
different artistic and cultural goods productiomdiereas the consumption side is related to
the gender based differences in consumption ofstartiand cultural products and
attending/participation to the artistic and cultusativities. The production side is also
investigating the wage differences or inequalibesveen male and female artists.

This current paper, however, as mentioned in tmagsaph above is not in the line of
these research paths. This current paper in aesengstigates how women as the
protagonists are represented in live theater plalgs. meaning of “representation” is related
to the number of female characters or roles conap@réhe male characters or roles written in
theater plays. This paper, as far as we know,hés first in its kind by empirically
investigating many plays by many authors from a#trathe world in the archives of TST. In
addition, the number of female and male charaster®t documented in different literature
forms before. For example, the number of main raalé female characters in major novels
and stories would be a good comparison to undeafstae relative strength of different
literature forms in explaining the existing worltinfortunately, we lack this sort of data for
now.
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Since this paper is not about the gender baseduogt®on or production of artistic
and cultural goods, gender differences in conswnpt{participation/attendance) and
production side of art and culture sector is sunmedrvery briefly and without much detalil
as mentioned in the first paragraph of this sectidherefore, although there is huge literature
about gender differences in consumption and proglucif artistic and cultural goods and
services, this topic is beyond the scope of thisetut paper. It is found in the literature that
gender is an essential determinant of cultural i@psation (cultural consumption). In
particular, women are considerably and significantiore likely than men to participate in
high-status (highbrow) cultural activities (Christe2010). There is a huge literature on
cultural consumption that documents that femalesraore likely than men to participate
more highbrow cultural activities such as theabgera-ballet, art museums, classical music
concerts etc. (DiMaggio 1982, 2004; DiMaggio andhvd985; Cherbo and Peters 1995;
Bryson 1996; Katz-Gerro and Shavit 1998; Cuadratuth Frasquet 1999; Katz-Gerro 1999;
Bihagen and Katz-Gerro 2000; Dumais 2002; Chan 2@iristin 2012). Even though
females are participating more than males to higlvlzultural activities such as live theater,
why is there smaller number of female roles writtetheater plays compared to male roles?
Are females only audience, and not protagonists®émight be different reasons for this
empirical finding. These reasons are ranging ftbenplaywrights’ constraints as mentioned
earlier to representation of women and socialitifdifferent literature forms. One reason for
this empirical finding, however, might be that thember of female playwrights might be
smaller than the number of male playwrights. Ikt fthe research by the Guardian shows that
in ten mostly subsidized theaters, 35 % of new kg written by female playwrights. In
addition, Canadian Art Council’s research documesatisie descriptive statistics about the
number of artists according to sex and occupatiorable 2 below shows the relevant
descriptive statistics. This table is taken frome teport prepared by Hill and Capriotti
(2009).

Table 1. Artists by sex and occupation, 2006

Source: Analysis by Hill Strategies Research based on(% 2@nsus custom data request

Occupation Female| Female
%
Actors and comedians 5385 46%
Artisans and craftspersons 1055( 61%
Authors and writers 13305 54%
Conductors, composers and arrangers 815 35%
Dancers 6270 86%
Musicians and singers 17510 52%
Other performers 2360 65%
Producers, directors, choreographers 845 36%
related occupations
Visual artists 9635 56%
All 9 arts occupations 73980 53%
Overall labour force 872071048%

618



A

JOURNAL OF AWARENESS

Table 1 gives some descriptive statistics aboua@iam art sector. Although it can be
seen from the table that percentage of female att@maller than percentage of male actors,
the difference is not really significant. Howevéemale authors and writers constitute a
higher percentage in Canadian case. Table 1 abloes not give the disaggregated
author/writer numbers according to different litera forms such as novels, plays, stories,
essays, and etc. Therefore, we don’t have enoudghmation about the percentage of female
playwrights in the Canadian case. These figures igiformation about the production side of
artistic production related to gender differencédle don’t have comparable statistics for
other countries. Therefore, it is not safe torl#inat percentage of female authors is higher
in other countries.

With regard to gender inequality in artistic protoe, there is a considerable
literature. Cowen (1996) states that most renovarasts are male. Cowen (1996) lists four
different hypotheses to understand why there areenmoale artists than female artists,
mentioning the reasons from cultural and sociatibar to females. Heikkinen and Karhunen
(1996) indicates that female artists make less mom@n male artists although different art
forms show different income structures. Therels® gender based difference in the public
funds to artists (Heikkinen and Karhunen, 1996).eMartists are getting publicly funded
more than female artists. These, in a sense methatesigns and cultural policies, can give
different types of incentives to different artistBherefore, the number of female artists and as
a result, representation of women in differentfanns can be increased by relevant cultural
policies.

Dielby (2009) studies the historical processesutifi@ship in film and TV industries.
Female writers dominated the film industry in thlerg era (1900-1927). After the silent era,
the structure of film industry and Hollywood hadaolged. It is transformed from hierarchical
to market structure and this transformation wewngl with other factors. Male writers
dominated Hollywood after the transformation oirfiindustry in the 1950s (Dielby, 2009).

A paper by Coulangeon et al. (2005) investigatesgbnder differentials in artistic
production in France. They found that the gendteréntials of artistic careers might be
highly sensitive to the cross- national variatiomshe organization of artistic training, in the
respective shares of private and public fundinghef arts, and in the kind of access artists
have to social rights. Particularly, the peculiaribf the French systems of artists
unemployment insurance, the so-called “intermitteths spectacle” scheme, probably
undermines the gender gap, relatively to other tta@amin which such schemes do not exist,
(Coulangeon et al., 2005: 384). In other wordsdtucal policies of different countries can
give different type of economic and social inceesito both sexes or favor only one sex in
terms of choosing their occupations in artistic antfural sector.

In the nineteenth century, when the custom of ltawirale actors play female roles
began to change, theaters began to need womers astdrdancers and women began to
systematically be employed in theater and danagé&®. But in the world of music, while
men performed publically (i.e., for the church @ud) in the two major areas in which
western music developed — sacred and religious anusstrumental music — women were
kept out of the public eye (Escal and Rousseau+Dimal999 cited in Coulangeon et al.
2005)

Coulangeon et al. (2005; 385) also states thaadtors, the effect of aging differential
exists but is manifested differently. The main @y lies in the fact that whereas for men,
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experience accumulated on the job market workedaae career integration uncertainty after
turning 25 and 35, that effect is not as strongwWomen. In contrast, female dancers are not
observed to benefit less from their job experietham male ones. Coulangeon et al (2005;
385) also explains that in the case of performirigta, the sex ratio effect seems to show up
in the vulnerability differential that affects menand women’s careers, to the detriment of
women. This difference, they argue that, is greateshe arts sector where women are a
minority, and much slighter in situations of parity

Nochlin (1988) addresses the question of “Why hthare been no great women
artists?” and points to major areas of intellattobfuscation beyond the specific political
and ideological issues involved in the subjectibrvomen. Basic to the question are many
naive, distorted, uncritical assumptions about rieking of art in general, as well as the
making of great art (Nochlin, 1988: 153).

In terms of participation into artistic and cultuaativities, Muwniz, et al. (2013) studies
individual decisions related to participation irods and cultural activities and discuss gender
differences in the allocation of leisure time tow/ahese activities. For their empirical
analysis, they focus on a subsample of people d@ednd 65 years, assuming that the
working age population will be different from otheocial groups. In addition they are
interested in analyzing the effect of wages onviadial decision as well. They found that
there is a negative effect of marriage on partiogpain cultural activities. This effect is
greater for females. In another words, there iisesbterature that also emphasize the fact that
females are participating in arts and culture tess1 males if females are married and have
small children. Thus the negative effect of mariag participation in both cultural activities
and sports is greater for females. Children haveegative effect on participation and the
frequency of participation in cultural activitiesrfboth parents, but the influence of this
variable is higher for women (M, et al. 2013).

In another recent paper by van Hek and Kraaykami3RGt is found that females
participate to high culture more than males. mmt&of consumption of arts and culture, the
literature consistently finds that females are ipguating to high culture products after
controlling the regressions for many charactessticdifferent nations.

Apart from production and consumption of art andture, reception of art is also
studied, especially in sociology of art. Garli@004) studies the reception of art in society.
The paper states that public opinion in the Wesseieties has long held that art belongs to
the domain of feminine. Garlick (2004) argues #¥agaging with works of arts, in terms of
reception, not participation, has, today, a pedylideminine character that is largely
unacknowledged both in the literature on partiegain the arts and in studies of men and
masculinities. Garlick (2004) uses art museumsngsirecal research units to make a point in
not only participation in arts, but also in receptthat arts belong to domain of feminine.

As can be seen from the brief literature review,niany artistic forms and in
participation and production of arts, females haweeased their visibility. We now turn
back to the live theater plays for representatibfemales. The following section gives the
descriptive statistics about the data set useldempaper and regression analysis.

3. DATA AND STATISTICAL ANALYSIS
Turkish State Theaters keeps the records of platsare accepted into the repertory
pool over the last 60 years. Every year many playanslations or originally Turkish
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language, are submitted to the dramaturgy depattofefST to be evaluated for the purpose
of inclusion in the repertory pool. Not every sutted play is accepted into the repertory
pool. Plays go through very technical examinatoigna group of theater people such as
directors, authors, and dramaturges. Very smaltgmeage of submitted plays is accepted
every year. After a play is accepted to be inrdpertory pool of TST, a director should find

it suitable to put it on stage. Then a play gedgetl in one of the 18 branches in 18 different
main cities of Turkey. Therefore, acceptance ithte repertory pool does not guaranty
production of the play. The procedure is as foow director should pick a play that is

already in the repertory pool. The choice of &ctor might depend on many considerations.
However, the availability of female actors is nahajor concern since TST can employ many
female actors if necessary for the play that isid#et to be produced. One of the main
constraints of the directors to decide what playptoduce is the technical capabilities of

scenes of theaters. Different cities have theatarsdifferent technical capabilities.

TST is an important public institution to produadsidized theater all over Turkey
since 1949. The detailed descriptive informatibowt TST and its administrative structure is
given in Akdede and King (2006). The data set usdtis paper uses the information about
the plays that are in the repertory. The reperpmgl of TST has near three thousand plays.
Some of those plays are dropped out of the datsirseg some important information such as
the author of the play, number of actors, etc.issmg. Therefore, total number of plays that
is included in the statistical analysis in thisreat paper is less than 3000. We get the records
about the plays from the Dramaturgy department®f.T We classified the plays according
to the seasons that they are staged starting tnem250s and according to genre of the plays
such comedy and tragedy. Some descriptive statigbout plays in TST repertory is given in
this section.

Table 2. Number of female and male roles

All Plays Plays by TurkishAlready Produced
Authors Plays
(Turkish Language)| (Turkish and
translations)
Female | Male Female | Male Female | Male
Roles Roles Roles Roles Roles Roles
Mean 3.67 7.97 3.77 8.60 3.66 8.24
Maximu 32 62 32 62
m 20 62
Obs. (% of
all plays) | 2611(100 %) 1351(51.7 %) 1311(50.2 %)

Source: Authors’ own derivation from the repertory of TST

The percentage of female authors in all plays i pgrcent. Already produced plays
have a little bit smaller female author percent&®jg,percent. 51.7 percent of all plays are
written by the Turkish authors or in Turkish langaa Already produced plays constitute
50.2 percent of all plays.
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Table 3. Number of female and male roles by femakuthors.

All Plays by Female Plays by Turkish Female
Authors Authors
Female Male Roles| Female Male Roles
Roles Roles
Mean 3.83 5.78 4.05 6.35
Maximum 15 36 15 36
Obs. (% of alll 293 (11.2 %) 147 (5.6 %)
plays)

Source: Authors’ own derivation from the repertory of TST

Table 3 shows that the percentage of plays writteriemale authors is very small.
There is even smaller percentage for the playsemriby Turkish female authors. Theater
world seems to be a male dominant world in whichnrfrem actors to authors constitute a
much higher ratio in terms of employment.

Table 2 and Table 3 show that theater plays have mades written for males than
those written for females. These tables includgbkince 1950s. Total number of plays that
are used in the regressions in the following seasa2524. Not all the plays above tables are
suitable for the regression analysis since somgspd@e missing some information such as
number of female and male roles and identity ofat#hor. Therefore, some observations are
dropped out to reduce the size of data set to B4.2%Ve can now proceed to the regression
analysis in the following section.

3.1. Regression Analysis

There is no theoretical and empirical work aliket@svhat determines the ratio of
number of female roles to number of male roles ithee cultural economics or theater.
Playwrights and directors/managers face differemtstraints in their work of writing and
directing plays. We assume that playwrights dewdtry too much about the availability or
scarceness of female actors. They write theirgpkayd submit it to TST. It is not known
what and how a playwright thinks when she writesglay. She can be inspired or affected
by many factors. There is no way to include themetoirs as independent variables into
regression analysis. However, we know from atadet whether a playwright is a female
or not, Turkish or not. We also know what play lieady produced in what season and what
play is not. This information can be includedradependent variables to understand the ratio
of female to male roles in a play. Therefore,dkependent variable is the ratio of number of
female to male roles. There are two differentesgion sets. The ratio of number of female
to male roles is the dependent variable in all @sgions, both the first and second set of
regressions. In the first set, we have only oggession and all plays in the repertory both
already produced and not produced are includetiarrégression analysis. This regression
shows in a sense the determinants of dependerdbl@rirom the perspectives of both
playwrights and directors since both already preduplays and not produced plays are
included in the data set. In the second set, werseries of regressions. In these regressions,
only produced plays are included. These regressiora sense show the determinants of
dependent variable form the directors’ perspecti&eong independent variables are dummy
variables for plays written by female authors, ol authors, already staged plays, and
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interactive dummy for national and female auth&esasonal dummies and genre of plays also
included in the second set of regressions. Talled4Table 5 show the results of first and the
second set of regressions respectively.

Table 4. All plays in the repertory pool of the Tukish State Theaters

Dependent Variable : Log(Female Roles / Male Roles)

Independent Variables Coef. t-Stat.

Constant -0.608*** -21.456

Female Author 0.454*** 4.671

National Author -0.155%** -4.558

Already Staged Plays -0.033 -1.049

National Female Authors -0.012 -0.105

R-Squared 0.034 F-stat. (Prob.):
22.46 (0.000)

No. of obs. 2524

***Prob.<0.01, **Prob.<0.05, *Prob.<0.10

Table 4 shows the results of the regression arsatlisk uses the information about all
the plays in the repertory of the Turkish Stateatbes. Constructing the dependent variable
as a ratio would make the dependent variable mkeeal continuous variable which is more
suitable for a classical linear ordinary least $gadOLS) regression analysis. We excluded
the plays with all male (zero female roles) or feamles (zero male roles) since we are
interested in the ratio of the roles. In additidnye did not have dependent variable as a ratio
of female to male roles, then we would have thiegihce between male and female roles. In
that case, the dependent variable would be moeealiliscreet choice model and OLS would
not be appropriate to estimate the relationship: @ain purpose is to estimate the most
appropriate and simple regression. It seems thdteQLS in this case is the most appropriate
one.

It is observable in Table 4 that the ratio of feenedles to male roles is higher in the
plays written by female authors. The gender éffeobservable. Female authors write plays
in which there are relatively more roles for fensald&Regression results in Table 4 show that
already staged/produced plays don't have a diffenaio of female to male roles. This result
can be interpreted in the following way: directateoose the play first and then ask for the
actors for audition. In other words, directors acg taking into consideration of the state
theaters’ actor pool in terms of the number of fenzend male actors. Besides, State Theaters
has a policy of visiting actors. If a play is demidto be put on stage, the availability of actors
in terms of their gender is not a main constramiState Theaters. To check the relationship
between already produced/staged plays and theohfemale to male roles, we run another
regression with a dummy variable as the dependamdble that takes the value of 1 if a play
is already produced or staged and zero if a playoisalready produced. The independent
variable is the ratio of female to male roles alanth other control variables. This regression
is estimated by probit model. No significant relaship is found in the regression. This can
be interpreted that the ratio of female to malesah plays does not affect the “stagebility” of

a play.
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We don't have any information regarding the direstof the plays. This can be
another point to check in the future research iads available. Plays that are written by the
national/Turkish authors, whether female or masjehsmaller ratio of female to male roles
as the coefficient of this variable is statistigadignificant and negative. This means that in
plays by Turkish authors, there are relatively $enables for females. It is not obvious how
to interpret this result. Is Turkish social lifglatively more male dominant? And do theater
plays capture this dominance very well? To answer question, the relationship between
theater as art forms and society that it reflebtsuld be investigated in a greater detail. This
investigation, however, is outside the scope of ffaper. Table 5 below shows the results of
the second set of regressions. Table 5 shows thdtgeof six different regressions with
different dummy variables about the genre of tteypland theater seasons for every decade
since 1950s. These regression results are aboytldlye that are already staged/produced
since 1950s. Dramaturgy department of TST classifiee plays with different names or
categories. Main categories are drama/tragedyanmdy. Children plays are also one of the
main categories. There are also plays with théodahg adjectives: historic plays,
documentary drama, musical plays, youth plays, rabplays, and a few of other plays like
poetic plays. All these categories are classifietd ione category here in the regression
analysis as the “other category plays”. TST alsasifies the plays with the name of only
“plays”. It is not clear why an identifying nam& mot given to those “plays”. These plays
are not drama/tragedy, not comedy, not childrerysplaand not “other plays category”.
Therefore, for the purpose of our regression arglyse have five categories of plays:
tragedy, comedy, children plays, plays, and otlheyspcategory.

It is observable, in Table 5, that plays by feneléhors have higher ratio of female to
male roles in all regressions. This result is cstesitly confirmed. In every regression and the
regression in the first set, it is observed thayplby female authors have higher ratio of
female to male roles since the coefficient of thmale author dummy variable is statistically
significant and positive. In the second set ofresgions as well, it is found that plays by
national or Turkish authors have smaller ratioeshéle to male roles since the coefficient is
statistically significant and negative. This reéssilalso confirmed in the first set of regression
as well. Regression 6 in Table 5 uses the varigtlkeys” as comparison (base) category
since we have 5 dummy variables for the genre®pthys. All regressions in the second set
use 1950s as the base period. Every other padechde) is compared with respect to base
period (1950s) in terms of the ratio of female talenactors. As observed in the regression 6
that children plays and plays in the “other plagsegory” have smaller ratio of female to
male roles, compared to plays in “plays” categorihere is no systematic difference among
tragedy, comedy, and “plays” in terms of the ratidemale to male roles. In children plays, it
is interesting that there are relatively more nrales. How this empirical finding affects the
drama education of children is beyond the scopehisf paper. However, there is one
observation that should be mentioned. Actors iddn plays in Turkey are generally young
people around their 20s. In addition, childrenyplare not seen as prestigious as other plays.
Social status of children plays is not as hightagmoplays, even in the actors’ perspective, in
Turkey. For that reason, for parents of young fesat might not be socially desirable to be
an actor in children plays. Historic plays, yopthys, musicals have smaller female to male
roles ratio compared to plays in the “plays” catggo

It is also observed in Table 5 below that playd #ra@ produced in the 1970s have
systematically higher ratio of female to male rotesnpared to 1950s, which is the base
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period. However, all the other periods don’'t havsignificant difference with the years of
1950s. Is this because TST produces same playstloweyears except 1970s? Or is this
because even if TST produces newly written plays theater world is more or less the same
in terms of the ratio of female to male actors?ts Impossible to answer this question without
the information about the dates of the plays theywaitten. TST unfortunately does not have
this information in the data set. This finding mdsitive and significant coefficient for the
dummy variable for the 1970s is interesting simcthe 1970s there was political instability in
the government but at the same time there was paligcal consciences in terms of social
class and gender differences among the young pedplerkey. Those years are the most
political years in terms of opposition movementsidg of Turkish Parliament. There were
ideas of equality between man and woman and alseeba working class people. It would
be worth to investigate, in another paper, whethese social movements affected the plays
produced or staged in those years in Turkey.
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Table 5. Regression Results for Only Produced/Stagélays.

Dependent Variable

Log (Female Roles / Male Roles)

\>2)

Reg. 1 Reg.2 Reg.3 Reg.4 Reg.5 Reqg.(
Ind. Variables Coef. | Coef. Coef. Coef. Coef. Coef.
(t-stat.) | (t-stat.) | (t-stat.) | (t-stat.) | (t-stat.) | (t-stat.)
-0.63*** | -0.67*** | -0.67*** | -0.74*** | -0.64*** | -0.58***
Constant (-11.99) | -12.76) | -12.48) | -12.66) |-12.14) | -10.29)
Female Author 0.52*** | 0.49*** | 0.49*** | 0.53*** | 0.50*** | 0.54***
(3.88) 3.64 3.64) 3.90) 3.66) 3.92)
Nat. Author -0.09* |-0.11** | -0.11* |-0.10** |-0.10** | -0.07
(-1.83) | -2.25 (-2.279) | (-2.01) | (-2.12) | (-1.58)
-0.09 -0.21 -0.20 -0.20 -0.24 -0.12
Nat. Female Author (NFA) (-0.49) | -1.08 -1.00) -1.05) -1.21) (-0.64)
0.12 0.11 0.10 0.16 0.13 0.15
Plays in 2000s (1.17) (1.07 (1.01) (1.52) (1.25) (1.46)
0.03 0.04 0.04 -0.02 0.02 0.00
Plays in 1990s (0.41) (0.59 (0.63) (-0.36) | (0.28) (-0.07)
-0.01 -0.02 -0.01 -0.07 -0.03 -0.03
Plays in 1980s (-0.19) | (-0.23) | (-0.18) | (-0.99) | (-0.42) | (-0.46)
-0.06 -0.04 -0.04 -0.10 -0.06 -0.09
Plays in 1970s (-0.81) | (-0.55) | (-0.54) | (-1.35) | (-0.83) | (-1.24)
-0.08 -0.05 -0.05 -0.11 -0.07 -0.11
Plays in 1960s (-1.08) | (-0.71) | (-0.66) | (-1.49) | (-0.93) | (-1.44)
0.65*** | 0.78*** | 0.77** | 0.71** | 0.78*** | 0.64***
Plays in 1970s (NFA) (3.61) (3.63) (3.58) (3.61) (3.65) (3.65)
-0.23 -0.07 -0.06 -0.08 -0.06 -0.24
Plays in 1960s (NFA) (-0.66) | (-0.18) | (-0.17) | (-0.22) | (-0.16 (-0.69)
-0.02 0.08 0.07 0.04 0.09 -0.01
Plays in 1980s (NFA) (-0.07) | (0.29) (0.25) (0.16) (0.33) (-0.04)
-0.24 -0.20 -0.20 -0.22 -0.23 -0.28
Plays in 1990s (NFA) (-0.67) | (-0.56) | (-0.53) | 8-0.59) | (-0.61) | (-0.78)
-0.04 0.14 0.13 0.04 0.14 -0.06
Plays in 2000s (NFA) (-0.07) | (0.30) (0.27) (0.08) (0.29) (-0.12)
Plays for children -0.33*** -0.37***
(-4.42) (-4.87)
Tragedy 0.05 -0.05
(0.49) (-0.49)
Comedy 0.07 -0.03
(1.05) (-0.38)
Plays 0.18***
(3.80)
Other Plays Category -0.16*4 -0.23***
(-2.13) | (-2.93)
R-Squared 0.04 0.03 0.03 0.04 0.03 0.05
No. of Obs. 1257 1257 1257 1257 1257 1257
F-Stat.( Prob.) 4.07%** | 2.52%* | 2 5E*** | 3. 51rr* | 2 B4rrk | 3 GOFH*
(0.00) | (0.00) (0.00) (0.00) (0.00) (0.00)

***Proh.<0.01, **Prob.<0.05, *Prob.<0.10
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4. CONCLUSION

This paper empirically investigates whether theresmaller number of female roles
written in live theater plays than that of maleesol It is found in the statistical analysis that
number of female roles is smaller than that of nrales in theater plays. There might be
several explanations for this empirical fact. Qvauld be that theater reflects the real social
life very well and the real life might be male domint. Therefore, there is nothing to be
surprised to see more male roles on theater scdoeiever, we don't discuss this argument
in the paper since this discussion requires thermmétion about the relationship between
theater play by play and social life. Researcth@ater field in terms of relationship between
theater plays and social life would be useful tidsaunderstand why there are more roles for
males than for females. It is our hope that thisgs would initiate this type of research in the
future.

Another explanation for why there are more rolesrfales would be the fact that
there are more male playwrights. In fact we obsénvthe statistical section that there are
more male playwrights in general.

We can now list some of our findings. On averadayg both Turkish and non-
Turkish, have more male roles than female rolefie Possible reasons of this empirical
finding are discussed in the paper. This papes asaovel data set that is derived by the
authors themselves by using the archives of TS&rtery pool. The empirical analysis also
shows that plays by female authors have highev citfemale to male roles. Female authors
write plays with relatively more female roles. 3Hinding is important since more female
authors there are, more roles for females. Reptason of females both as actors and
protagonists in the theater world would be incrddseincreased number of female authors.

It is also found in the paper that plays by Turkaghhors or Turkish Language plays
have smaller ratio of female to male roles. Thasoms for this finding require further
research about the relationship between theatan ast form and social life with its different
perspectives.

It is found that children plays and plays in “otlpdatys category” have smaller ratio of
female to male actors.

For further work, if more information about direxdand playwrights is available, this
information can be included into the analysis.

As a cultural policy, there should be some moremtives for females to be authors.
Cultural policies can be designed in that way s the number of female authors can be
increased. With increased number of female auttibese would be increased number of
female roles in theater.
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