
 

 

TheatreDAO 
A Theatrical Technological Revolution 

 

Theatre in the UK 
 
The UK theatre industry is facing several existential challenges, the most recent of which is 
the devasting financial effect of Covid-19 on industry workers and organisations. While 
comfortably grossing over £1 billion in the years before the pandemic, many of the 
underlying structures and management philosophies are archaic.12 The pandemic has 
especially highlighted the precarious structures that do not reward or protect the industries 
innovators, the creative freelancers. Within these structures is an alarming case history of 
bullying, sexual harassment, gender discrimination and racism. The workforce, specifically 
actors, score higher than average on traditional scales for depression, anxiety and stress and 
over half of actors’ self-report using alcohol or drugs in response to problems arising from 
their career.3 In this essay, I will explore how this negative working environment can be 
transformed and how the rise of blockchain, “smart contract” and Decentralised 
Autonomous Organisation (DAO) technology, combined with the devastating effects of 
Covid-19 on theatre, provides an opportunity for reform across the industry.  
 
Inefficient, outdated, hierarchical structures with lack of transparency cause stress, 
depression, and anxiety amongst freelancers, including actors. As the creatives working 
within theatre are predominately employed as freelancers, while the management and 
administrators are full-time salaried staff, it creates a power imbalance. This has become 
the norm in recent years. Speaking about the English National Opera, a freelance director 
noted “[it] used to have over 200 full time permanent performing artists when I joined [..] 
Now it doesn’t have a single one.”4 This fundamental change has meant the power 
organisations have over the creative freelancers that work for them can be compared to 
that of “tenant” and “Victorian landlord”, rather than that of co-workers.5 Acting is a 
competitive profession and actors are acutely aware that there are thousands waiting “in 
the wings” to take their place. This ensures that both at Drama School and in the workplace, 
actors know they are in a precarious position, which “prevents [them] from speaking out 
about pay and conditions for fear of being labelled ‘troublemakers’.”6 This precarity allows 
for lack of fair renumeration, bullying, harassment, gender discrimination and racism to go 
unchecked.  

 
1 UK Theatre, ‘Sales Data Reports’ <https://uktheatre.org/theatre-industry/guidance-reports-and-
resources/sales-data-reports/> [accessed 2 July 2021]. 
2 SOLT, ‘2019 Box Office Figures Released by Society of London Theatre’ <https://solt.co.uk/about-london-
theatre/press-office/2019-box-office-figures-released-by-society-of-london-theatre/> [accessed 4 June 2021]. 
3 Ian Maxwell, Mark Seton, and Marianna Szabó, ‘The Australian Actors’ Wellbeing Study: A Preliminary 
Report’, About Performance, 13, 2015, 69–113 (pp. 94, 109). 
4 Freelancers Make Theatre Work, The Big Freelancer Report, 2021, p. 9 
<https://freelancersmaketheatrework.com/wp-content/uploads/2021/03/The-Big-Freelancer-Report.pdf> 
[accessed 8 June 2021]. 
5 Freelancers Make Theatre Work, p. 38. 
6 Heidi Ashton, ‘Pay and Conditions: The London West End vs NYC’s Broadway’, 2021, 1–25 (p. 11). 



 

 

 
 
There has been little research done on the wellbeing of actors, however, one piece of 
dedicated research is The Australian Actors’ Wellbeing Study, which found that actors are 
“highly-qualified, highly-skilled, extremely low-paid population, overwhelmingly required to 
work outside their field of specialty—acting—in order to secure even minimal levels of 
income”.7  Similarly, in ArtMinds’ 2015 survey of 5000 UK artists, they found that a quarter 
felt their mental health impacted their career negatively while nearly half said that their 
mental health was poor/average. The largest self-reported negative effects on mental 
health were financial issues (57%) and uncertainty/lack of control over performance (52%). 
A fifth also reported having experienced bullying or harassment in the workplace which had 
affected their mental health.8 
 
Many claims of harassment, sexual assault and racism have been levied at the culture of 
institutions, such as theatres or Drama Schools, or individuals within those institutions. 
Especially alarming is that these complaints are often levied against people in a position of 
power or care. As highlighted last year by the Black Lives Matter activism, and since 2017 by 
the #MeToo movement, complaints are historically met with inaction.91011 In the Stage’s 
2018 Harassment in Theatre report, 43% of performers reported that had experienced 
harassment at work. Of those who reported the incidents, less than a quarter of performers 
and creatives had actions taken as a result of their complaint, this dropped to 19% for 
disabled and 16% for “non-white” respondents. No clear complaints procedure was also 
identified as a cause for non-reporting. Over half of performers and creatives who did not 
report the incidents, did so because “there was no avenue to do so”. One respondent felt 
they risked “not being employed again” if they reported the incident and another had been 
harassed by their employer so “it was impossible to report as [they] owned the company”. It 
is also common for the “stardom and status [of the abuser to have] prevented people [..] 
from feeling they could speak up or raise a hand for help”. 12 
 
As found in Dignity in Study, a 2018 report co-produced by Equity, the UK creatives’ trade 
union, the culture of abuse and inaction is also present in the educational institutions that 
prepare creatives for the life in the industry.13 Over half of students reported experiencing 
inappropriate behaviour, over forty percent experienced bullying, over a quarter 

 
7 Maxwell, Seton, and Szabó, p. 108. 
8 Deborah Charnock and Carol Chapman, ArtsMinds Survey, 2015, pp. 9–13. 
9 Tanya Loretta Dee, Katy Sian, and Iyiola Solanke, ALRA Race Equality Audit 2020-21, April 2021, p. 16 
<https://alra.co.uk/images/downloads/FINAL-ALRA-Race-Equality-Audit-April-2020.pdf> [accessed 30 June 
2021]. 
10 Matthew Hemley, ‘Drama School Racism: Students Call out Top Schools and Reveal Stories of Abuse’, The 
Stage <https://www.thestage.co.uk/news/drama-school-racism-students-call-out-top-schools-and-reveal-
stories-of-abuse> [accessed 10 June 2021]. 
11 The Old Vic, New Statement, 16 November 2017, pp. 1–2 
<https://cdn.oldvictheatre.com/uploads/2017/11/THE-OLD-VIC-PRESS-STATEMENT-FINAL-16.11.17.pdf> 
[accessed 4 June 2021]. 
12 The Old Vic, p. 1. 
13 Equity, Incorporated Society of Musicians, and Musicians’ Union, Dignity in Study, 2018, pp. 1–18 
<https://www.ism.org/images/images/Equity-ISM-MU-Dignity-in-Study-report.pdf> [accessed 3 July 2021]. 



 

 

experienced sexual harassment and 10% of respondents reported race discrimination, whilst 
only 10% of respondents identified as Mixed Race, Black or Asian.  
 
The abuse and lack of accountability makes theatre an unsafe working environment. 
Theatre is in an industry in which you must be vulnerable to be successful, but that 
vulnerability is not then cared for appropriately. Furthermore, as it is a creative industry, 
one might assume it would be at the forefront of innovation both in production and 
structure, like the image of Silicon Valley. However, what you find is more like “private 
member’s clubs”, built in theatres that proudly proclaim their 100 years of history.14 
Tradition mires progress and lack of transparency compounded by centralized power 
ensures that any attempts at disrupting the status quo go unheard. It was against this 
precarious backdrop that Covid-19 began in early 2020. 
 
During March 2020, as the raft of cancellations came across the sector, many theatre 
freelancers went unpaid for work they had already completed.15 The Job Retention Scheme 
(JRS) unveiled by the Government did not cover freelancers, as they are self-employed. 
Though the Self Employment Income Support Scheme (SEISS) was unveiled in April, 39% of 
freelancers working in the performing arts found themselves ineligible for the award. This 
was because they had to supplement over 50% of their income from other sources, such as 
the hospitality industry, or reported an overall loss (where their expenses were higher than 
their income) over the last 4 years. This last disproportionally affected those who had 
recently entered the industry or graduated from Drama School, and were therefore the 
most precarious.16 However, for those who could receive SEISS it was still not so simple, as 
the scheme only covered 80% of profits, not 80% of income, so most freelancers 
experienced a huge drop in income, while not necessarily a huge drop in expenses (home as 
office, industry subscriptions, etc). Whereas those who had permanent contracts with 
theatrical organisations, usually management or administrators, received 80% of their usual 
income under the JRS. 
 
UK theatre as a whole been decimated as a result of the Covid-19 pandemic, with 23% of 
theatres near insolvency after only 6 months.17 However, it is freelancers who have been 
affected the most, as a quarter of freelancers have already ceased trading.18 A 
disproportionate amount of these are Black and Global Majority women, with 17,150 or 
44% no longer employed across the arts.19  
 

 
14 Stephanie Street, ‘Our Leaders Need to Step up and Show They Have Strength and Integrity’, The Stage 
<https://www.thestage.co.uk/opinion/our-leaders-need-to-step-up-and-show-they-have-strength-and-
integrity> [accessed 22 June 2021]. 
15 Freelancers Make Theatre Work, p. 43. 
16 ‘Written Evidence Submitted by Equity’ <https://committees.parliament.uk/writtenevidence/6409/pdf/> 
[accessed 1 July 2021] (Appendix A). 
17 Freelancers Make Theatre Work, p. 48. 
18 UK Theatre and SOLT, ‘Covid19: One Year On - Impact on Theatre Sector’, 2021 
<https://www.scottishtheatre.org/wp-content/uploads/2021/03/UKTSOLT-OYO-SURVEY-ANALYSIS-
HEADLINES-FOR-PUBLISHING-1.pdf> [accessed 29 June 2021] (Freelancers). 
19 Trade Union Congress, ‘Jobs and Recovery Monitor - BME Workers’, Research & Analysis 
<https://www.tuc.org.uk/research-analysis/reports/jobs-and-recovery-monitor-bme-workers> [accessed 3 July 
2021]. 



 

 

Theatre has a data deficit, and the data it does collect has little standardisation and less 
transparency. Even when it comes to Box Office figures, which should be easily quantifiable, 
there is a great deal of uncertainty. Only once have SOLT (Society of London Theatre) and 
UK Theatre, the two largest organisations that represent UK theatres, published joint Box 
Office reports, and even then UK Theatre reported they only capture “around 90% of 
activity”.20 There is some good research being done, such as by Sphinx, Freelancers Make 
Theatre Work and The Stage. However, though findings are made public, the raw data is not 
(The Big Freelancer Survey, Dignity in Study, ArtsMinds Survey), or it is behind a paywall. 
The Stage, the UK’s leading theatre trade publication, produces much of the industry’s 
important information but costs £8.5 a month to view more than 3 articles. There are no 
student, unemployed or low income discounts.  
 
Power, and certainly funding, within UK theatre is held by few companies. In 2019/2020, of 
the £129.9m that Arts Council England (ACE) invested into theatre, 37% went to five 
organisations.21 This funding was part of the Government’s £1.57 billion Cultural Recovery 
Fund (CRF) and was supposed to trickle down to freelancer theatre workers. This did not 
happen, as money spent on freelancers was down 95% from the previous year.22 Even ACE 
noted that the “‘trickle down’ model is not working effectively”.23 The model was allowed to 
go unchecked as freelancers had “no single voice to speak for the workforce, no invitation to 
participate in national policy conversations [..] and no access to mechanisms of influence”.24 
Indeed, during the early months of the pandemic, when the Department for Digital, Culture, 
Media and Sport requested data-led information from the theatre industry, it was SOLT and 
UK Theatre that put themselves forward as the “trade associations and members ’
organisations representing the interests of those engaged in the production and 
presentation of [..] theatre in the UK.”25 SOLT represents “230 London-based producers, 
theatre owners and managers” and UK Theatre has only around 1,400 members, compared 
to the estimated 200,000+ freelancers working in theatre.26 As summarised in the Big 
Freelancer Survey, “no other industry would chart its course without setting a place at the 
table for its innovators.”27 
 
To transform UK theatre then, the industry must have: improved, actionable data collection; 
transparent funding environments; accountability for those who misuse their power in the 
workplace and; less precarity for freelancers, by empowering all creatives to determine the 
future of their industry. 
 

 
20 UK Theatre. 
21 Arts Council England, ‘The Data: 2018-22’, National Portfolio <https://www.artscouncil.org.uk/national-
portfolio-2018-22/more-data-2018-22> [accessed 14 June 2021]. 
22 Freelancers Make Theatre Work, p. 50. 
23 Arts Council England, ‘Setting the Context - Our Delivery Plan 2021 - 2024’, 2021, p. 8 
<https://www.artscouncil.org.uk/file/16894/download?token=BEYHcGhB> [accessed 1 July 2021]. 
24 Freelancers Make Theatre Work, p. 39. 
25 ‘Supplementary Written Evidence Submitted by UK Theatre and Society of London Theatre’ 
<https://committees.parliament.uk/writtenevidence/6019/html/> [accessed 14 June 2021] (About us). 
26 UK Theatre, ‘One Year On: UK Theatres Mark a Year of Covid Shutdown’, Theatre Industry 
<https://uktheatre.org/theatre-industry/news/one-year-on-uk-theatres-mark-a-year-of-covid-shutdown/> 
[accessed 3 July 2021]. 
27 Freelancers Make Theatre Work, p. 37. 



 

 

DAOs, Smart Contracts and Ethereum 
 
In 2015, the Ethereum blockchain was launched, it was the first blockchain with “smart 
contract” functionality. A smart contract is a computer program that runs on a blockchain. 
The cryptocurrency of the Ethereum blockchain is ETH, often symbolised by Ξ. Users of the 
blockchain have a wallet, which contains their ETH, other Ethereum based tokens and acts 
as their unique identifier on the blockchain. From their wallet, users can interact with smart 
contracts. Smart contracts can be used to signify ownership of an art NFT (Non-Fungible 
Tokens), interact with DeFi (Decentralised Finance) or set rules and voting rights of a 
protocol or Decentralised Autonomous Organisation (DAO).  
 
A DAO is a “member owned-[community] without centralised leadership”.28 They have 
usually flat structures, without top-down hierarchy. Though people have roles in the DAO, 
there is no single person in charge. They have a series of rules enshrined within smart 
contracts, so continue to run without human input. Such rules include who counts as a 
member, how members can make proposals, the voting power of each member and how 
changes are enacted to the smart contracts. DAOs have already found several uses on 
Ethereum, they are used by a group of art collectors who fractionalise NFT art ownership 
(PleasrDAO); to govern a protocol through holding a token (OlympusDAO); by a group of 
investors to offer development grants (MolochDAO). Another suggested use case for DAOs 
on the Ethereum website is “a freelancer network”.29 DAOs have a governance capacity but 
also a social capacity; DAOs often run a server on Discord, a community building software 
used for text messages, voice and video calls or file distribution. DAOs also host a website 
forum for more formal and in-depth discussions around governance. The forum is also 
where proposals are made and can then be voted on, using an Ethereum wallet.  
 
A company in the UK that operates as a DAO, within the UK legal framework is Nexus 
Mutual, a discretionary insurance mutual. To become a member, you must provide KYC 
(Know Your Customer); a passport or driving license. If approved, you can then become a 
member of the Limited Company by Guarantee. You must also link your Ethereum wallet 
address with your membership, which will then allow you to vote on proposals under the 
DAO. Though there is no leadership, there is an Advisory Board with duties involving 
“interaction with the non-blockchain world”.30 Members can purchase coverage for smart 
contracts, make claims, assess claims by other members and vote on claims. DAOs have 
proven to be effective methods of managing large pools of money in a trustless system, for 
example, the Nexus Mutual capital pool is Ξ162,385 (£300,000,000), with all financial 
decisions made by members. 
 
Applying DAOs to Theatre 
 
After outlining some of the relevant features of Ethereum blockchain, smart contracts and 
DAOs, I will explore how these can be applied to the challenges facing theatre. I will use the 

 
28 Ethereum.org, ‘Decentralized Autonomous Organisations (DAOs)’, Ethereum Use Cases 
<https://ethereum.org/en/dao/> [accessed 24 June 2021]. 
29 Ethereum.org (DAO examples). 
30 Hugh Karp and Reinis Melbardis, Nexus Mutual White Paper, 2017, p. 12 
<https://nexusmutual.io/assets/docs/nmx_white_paperv2_3.pdf> [accessed 24 June 2021]. 



 

 

moniker TheatreDAO, for a proposed umbrella organisation to represent all UK theatre 
workers on the Ethereum blockchain, to aid with clarity.  
 
Current freelancers and salaried staff working within theatre could become members of 
TheatreDAO. Each member would receive governance tokens, THTR, to represent their 
membership. Extra tokens could also be earned by completing work or assuming a role for 
the DAO. Roles could include advisory board member, complaints judge, researcher, mental 
health support, mentorship, etc. These tokens could be sold back to the DAO for fiat (legal 
tender issued by governments, such as GBP) or Ξ. All members would be able to vote on 
proposals, for example, how government funds, such as the CRF, should be dispersed 
amongst theatre organisations and members.  
 
Though it would be a flat structure, without clear hierarchy, members could post a bond of 
their tokens and then be selected to be part of the Advisory Board who could lobby on the 
DAOs behalf, similar to Nexus Mutual. As outlined previously, lack of transparency and 
accountability are major issues facing UK theatre and any proposed transformation must 
address them; DAOs provide unique solutions to both. 
 
Transparent 
 
One of the key benefits of a public blockchain it that anyone with an internet connection 
can check their membership, financials and decisions.31 They are inclusive, with few barriers 
to entry. TheatreDAO would therefore be transparent as it would be on a public blockchain. 
So, budgets, decisions and collected data (such as audience numbers, box office figures and 
theatre demographics) would be logged on the blockchain and easy to view and verify. 
Renumeration would also be transparent and disparity between the pay of creatives, 
management and administrators could be easily identified. So too would disparity of pay for 
female, disabled or Black and Global Majority creatives. As it could be verified, it would 
make TheatreDAO trustless, and move away from the paternal system in which theatres 
promise that freelance creatives will be “kept safe” or “looked after”.32  
 
The advantage of data collection cannot be overstated. The real world effects of non-
existent data collection was highlighted in November 2020 by SOLT and UK Theatre, in their 
evidence to the Public Administration and Constitutional Affairs Committee where they 
noted that though the performing arts “plays an important role within the tourism, 
hospitality and retail sectors, the inability to quantify that impact has delayed [...] the 
government’s response to support the sector, and even now impedes decision-making to 
enable its recovery”.33 Having the ability to quantify that impact with public data available 
immediately would address this. More broadly, it would allow for more effective lobbying of 
Government for further support and change, as theatre would be represented by a single 
body, not “by a patchwork of unions and professional associations”.34 
 

 
31 Aragon, ‘What’s a DAO?’, Documentation <https://aragon.org/dao> [accessed 10 June 2021]. 
32 Freelancers Make Theatre Work, p. 38. 
33 ‘Written Evidence from UK Theatre and Society of London Theatre (DTA 44)’ 
<https://committees.parliament.uk/writtenevidence/14495/pdf/> [accessed 24 June 2021] (Conclusion). 
34 Freelancers Make Theatre Work, p. 45. 



 

 

It would also be beneficial from a business perspective, as the data collected could guide 
theatres into developing the shows that they projected would be the most popular with, or 
have the most impact on, their audiences. This would bring the success of the Netflix model 
to theatre.35 Not only would it allow for more complete and modern data collection 
practices, it would also put theatre at the front of technological innovation.  
 
Accountable 
 
Public blockchains are censor-resistant. Indeed, the censor-resistant nature of smart 
contracts built on public blockchains led to them being used by Yueluo, a Chinese student at 
Peking University, to document the harassment she received by university faculty members. 
She and a group of seven others filed an “Informational Disclosure Application Form” about 
the sexual assault of Gao Yan, and her subsequent suicide, which took place at the 
University 20 years previously. Yueluo and the seven others were subsequently subjected to 
threats and harassment.36 Her testimony is now viewable on the blockchain by anyone with 
an internet connection, it cannot be edited or censored and will remain there immutable for 
as long as the Ethereum blockchain is verifiable.37 
 
Despite the vocal industry response to #MeToo and Black Lives Matter, there is still a belief 
that “zero reporting means zero cases”, despite the lack of clear complaints procedures, the 
prohibitive power structures of the organisations and the career risk of making a 
complaint.38 Now, rather than the complaints procedures being used effectively, 
complainants must resort to publishing a collection of their abuses as a book, writing an 
open letter as a large group of graduates or publishing their accounts on social media.394041  
 
As noted above, one of the issues facing both complainants and organisations, is individuals 
complaining about people at the top of organisation’s hierarchy to the organisation. 
TheatreDAO would aim to disrupt this by providing a flat organisational structure and 
making every theatre-worker a member of the DAO, and thus, some control over its 
governance. Furthermore, DAOs can use innovative systems to ensure that complaints 
cannot be ignored. Aragon, who provide template rules and smart contracts for DAOs, use 

 
35 Jasper Jackson, ‘The Secrets of Netflix’s Success’, New Statesman, 27 October 2017, p19. 
36 Echo Huang, ‘#MeToo Activism Is Compelling a Top Chinese College to Confront a Grave Injustice from Its 
Past’, Quartz <https://qz.com/1260189/metoo-activism-is-compelling-a-top-chinese-college-to-confront-a-
grave-injustice-from-its-past/> [accessed 10 June 2021]. 
37 etherscan.io, ‘Ethereum Transaction Hash (Txhash) Details | Etherscan’, Ethereum (ETH) Blockchain Explorer 
<http://etherscan.io/tx/0x2d6a7b0f6adeff38423d4c62cd8b6ccb708ddad85da5d3d06756ad4d8a04a6a2> 
[accessed 10 June 2021]. 
38 Arifa Akbar, ‘Equity Reports an “enormous” Rise in Complaints of Racism’, The Guardian, 24 September 2020 
<https://www.theguardian.com/stage/2020/sep/24/equity-rise-in-complaints-of-racism-new-gen-secretary-
paul-fleming> [accessed 25 June 2021]. 
39 Lanre Bakare, ‘Barbican Staff Say It Is “Institutionally Racist” despite Action Plan’, The Guardian, 10 June 
2021, section Culture <http://www.theguardian.com/culture/2021/jun/10/barbican-staff-say-it-is-
institutionally-racist-despite-action-plan> [accessed 25 June 2021]. 
40 Lamin Touray, ‘As Promised Here Is Our Official Open Letter Highlighting Just How Widespread and Systemic 
the Racism Is at @ALRADrama Https://T.Co/7BUaMXEiR7’, [Tweet] (@lamintouray96, 31 Aug 2020). 
41 Lanre Bakare, ‘Drama Schools Accused of Hypocrisy over Anti-Racism Statements’, The Guardian, 9 June 
2020, section Stage <http://www.theguardian.com/stage/2020/jun/06/drama-schools-accused-of-hypocrisy-
over-anti-racism-statements> [accessed 10 June 2021]. 



 

 

an “unbiased arbitration system” to tackle these traditional issues. Under this system, to 
begin a complaint, a complainant would post a bond of THTR tokens. If the case is found in 
their favour, the tokens would be returned and action would be taken against the 
complainee, and if the case was found against the complaintant, the THTR tokens would be 
taken.42 Five judges would be randomly selected to try the case. Any member of 
TheatreDAO could be a judge, if they too posted a bond. Instead of being members of the 
traditional hierarchy (principal, head of human resources or artistic director), within 
TheatreDAO these could be anyone who held enough tokens to post the relevant bond 
(students, actors, lectures, technicians or administrators). Aragon further uses a two-step 
reveal with judgements, so that judges may make their decision in private and not be 
impacted by other judges’ decisions.  
 
If not satisfied with the outcome of the first judgement, the complainant can post a larger 
bond to refer their case to all judges in the DAO. If they are again not satisfied, they can post 
a yet larger bond and refer their case to the supreme court, the nine judges with the best 
history of deciding cases. There are penalisations for judges who are overturned at appeal, 
which aims to ensure that judges make fair decisions. 
 
The Aragon unbiased arbitration system was designed for pseudonymous disputes between 
people spread over the world and would have to be tested before it could be effectively 
used with in-person workplace disputes. However, this procedure allows for the beginning 
of the complaints process to automated, rulings to be transparent and there be some 
resistance to the hierarchy being able to “close ranks”. Blockchain technology outside of 
DAOs is already being used by employees to record and report instances of “workplace 
misconduct”, as the technology allows for the reported data to be “safe, immutable, 
tamper-proof, and no one (including the employer) [to] access it, until the user decides to 
come forward and report.”43 
 
Discussion 
 
TheatreDAO, an umbrella organisation representing all theatre workers, is just one use-case 
of DAOs and smart contracts for UK theatre. DAOs could also be used for individual theatre 
companies, which would allow for more participatory theatre, where audiences and 
creatives both own governance tokens for the theatre organisation and therefore have a 
role in governance, such as producing, funding or hiring. It would ensure that regional 
theatres could effectively represent their region, as it would draw decision making from the 
community. It would also allow small theatre companies, with limited funding or workforce, 
to use the network effects of their audience and supporters, as supporters could choose to 
give the company their time, energy, or expertise. Within DeFi on Ethereum, examples of 
this includes Nexus Mutual, Alchemix and Index Coop. 
 

 
42 Usha R. Rodrigues, ‘Law and the Blockchain’, Iowa Law Review, 104 (2019), 679–729 (p. 719). 
43 Neta Meidav, ‘Ending Workplace Harassment with Blockchain Technology? It’s Now Possible.’, Vault 
Platform, 2018 <https://vaultplatform.com/ending-workplace-harassment-with-blockchain-technology-its-
now-possible/> [accessed 25 June 2021]. 



 

 

Conclusion 
 
Blockchain technology is gaining adoption across the world. Though it most known for 
making inroads into the financial sector, it is also revolutionising the world’s largest creative 
industry, gaming, by financially empowering communities.44 The devastation of UK theatre 
by the Covid-19 pandemic, combined with the sector’s historic issues provides an 
opportunity to leverage blockchain technology to address these urgent, existential crises. An 
umbrella organisation representing all UK theatre workers would prevent freelancers being 
decimated by emergency funding not “trickling down”. By giving all theatre workers a voice 
in governance, it would close the power disparity between freelancers and salaried staff and 
give creatives more control over their careers. It would also make UK theatre’s lobbying of 
government more effective as it would have a single, democratic voice with verifiable, 
quantifiable, actionable data. Furthermore, it would provide a clear complaints procedure 
for the bullying, harassment and gender and race discrimination experienced in the 
industry, with action taken if found in the complainant’s favour. Enshrining this safer 
working environment, whilst returning power to creatives, and thus reducing their precarity, 
would address the contributing factors for the widespread mental health issues across the 
industry. To conclude, the innovative potential of smart contracts would be a natural 
partner for the entrepreneurial creativity of theatre and provide a platform with which to 
transform the industry. 
 
  

 
44 Piers Kicks, ‘Video Games as the Trojan Horse for Global Blockchain Adoption’, Delphi Digital, 2020 
<https://www.delphidigital.io/reports/video-games-as-the-trojan-horse-for-global-blockchain-adoption/> 
[accessed 1 July 2021]. 
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