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Preface

This review of cultural policy in Italy is part of the programme of
country evaluations being undertaken under the auspices of the Council
of Europe. Italy is the sixth country to go through the full process,
reviews having already been completed (and published) on France,
Sweden, Austria, The Netherlands and Finland. Others are currently in
preparation. According to the review programme's methodelogy, which is
loosely modelled on that of the OECD for reviewing national education
policies, the key stages are:

+ the preparation of a background report by (or for) the national
authorities of the country concerned (descriptive and self-
evaluative);

* visits by the Expert Examiners to the country in question to
collect direct evidence, to interview key informants, and discuss
goals and methods with politicians, officials and people working in
the cultural sector;

+ preparation of a report and conclusions by the Examiners; and

+ a discussion between the national authorities and the Examiners at a
Council of Europe Review Meeting, structured on the basis of issues
and questions formulated in the Examiners’ Report.

The period over which the Italian review took place saw both the election
and the demise of the Berlusconi government. The new Dini administra-
tion began to be formed on the final day of Examiners' concluding visit
to Italy. Consequently, the political and administrative background to
our work was one of considerable uncertainty, encompassing hope,
anxiety and expectation in varying degrees.

The Italian authorities commissioned Censis, the Rome-based research
foundation, to produce the National Report. Censis' Report went
through several revisions during the period of the Examiners' review. A
fourth version (in Italian only at that stage) was made available very
late during the process. Whilst the document was detailed and
informative, objective self-evaluation was very limited. This was felt by
the Examiners to be a rather significant shortcoming.

Visits by the Examiners took place in October and December 1994, and in
January 1995. We were given a great deal of interesting research:
material by government officials, consultants and cultural institutions '
but there was no single source which the Examiners felt they could use
as their Baedeker in Italy. The comprehensive 'Rapporto sull'Economia
della Cultura in Italia 1980-1990' with its useful statistical data was only
published as this Report was being finalised.

The Examiners regret that in the time available they were only able to
scratch the surface. Within the period available, it was quite impossible
to cover all the various areas of cultural policy, let alone other aspects
of cultural life in Italy in all their rich diversity. The highly complex
issue of the media, and its role in Italian cultural life, had to be put to
one side apart from the more narrowly defined cultural remit of the
national public broadcasting system.



Confronted with such a complex system, and only very limited time and
resources available, our conclusions can only be tentative. Never-
theless, there were a number of key points which struck us so forcibly
and consistently wherever we went, that we feel the clarity of an
external view could be of assistance in confronting very real dilemmas
within Italy. By con-centrating our thoughts on a limited range of
topics within cultural policy, and confronting the problems on a practical
level, we hope that our external view can lend clarity and courage to
assist with the necessary reforms. Because of the abundance of the
Italian cultural heritage and the pervasiveness of problems in its
management, we felt a sense of frustration at most people's (under-
standable) inability to 'see the wood for the trees'. Identifying key
objectives, setting priorities for action and finding the means to
implement are urgent national tasks.

So far as the vitality of a culture and the strength of its language (and
dialects) is concerned, it is society rather than the State which is the
decisive factor. At the risk of descending into cliche and abusing Italy
as (in the words of Hans Magnus Enzensberger) "the rest of the world's
favourite Arcadia", our time spent in the country was, as ever, life
enhancing and exhilarating. We are enormously grateful to all our
interlocutors and hosts who gave so generously of their time, and
provided us with so much information and opinion on aspects of the
Italian cultural system. In particular we have to thank Dr. Ugo
Bacchella, who generously took it upon himself to organise all our visits
in Piedmont, and Professor Michele Trimarchi, who was a crucial contact
and facilitator in Sicily. Dott.sa Adele Maresca Compagna of the
Ministero per i Beni Culturali e Ambientali was indeed our constant
companion and adviser, but above all we owe a debt of gratitude to
Ministro Giorgio Radicati of the Ministero degli Affari Esteri (ably
assisted by Preside Silvia Andolina) without whose belief in the project,
tact and Herculean drive, it would never have come to fruition.

Grateful thanks are also due to the English Regional Arts Boards who
generously agreed to allow the Rapporteur a period of sabbatical leave in
order to produce this Report.

The views expressed in this report are, of course, those of the
Examiners alone, and should not be attributed to any of our informants.
We hope that our efforts can be instrumental in bringing about some
positive improvements in a country which we all deeply love.

Winchester, Great Britain
13 March 1995




Section 1 - GENERAL BACKGROUND

1.1

1.2

The Paradox of Continuity and Rapid Change

According to UNESCO, over 402 of the world's cultural heritage is to
be found in Italy. Continuity of civilisation and traces of the past
are major factors which still influence the Italy of today. Indeed,
they are so abundant that they can almost be taken for granted.
Italy in 1945, outside the larger cities, was a country little changed
from the time of the Risorgimento - a peasant country of breathtaking
natural beauty, unspoiled small provincial towns, and enduring
poverty, particularly in the south. Today, half a century Ilater,
Italy is for the most part transformed out of all recognition, and has
become one of the six most economically powerful nations in the
world. The process of wealth-creation (with all the wurban and
secular changes that inevitably accompany it) has seen Italy undergo
the most profound social and environmental revolution in its entire
history compressed into a fifty year period. This first section of the
Examiners' Report briefly sketches some of the key points which
establish a context for understanding our themes and conclusions on
present-day cultural policy in Italy.

Geography and Demography

Italy with a population of 56,960,000 ranks as one of the four largest
nations in Western Europe with Germany, France and Great Britain
(to whose GDP Italy's is approximately equal). For a country that is
over one-third mountainous (35% of the land mass is categorised as
mountainous, 42% as hilly), population density at 194 per square
kilometre is quite high.

Italy France Germany G.B. Spain
Total population
{millions) 57 57 79 57 40
Density (per sg.km.) 194 104 202 235 78
Urban (%) 65 73 81 92 76
Rural (%) - 35 27 19 8 24

The land now called Italy is the result of amalgamation of many
smaller territories, politically united from 1861, with a few later
peripheral additions. The present twenty administrative and political
regions correspond approximately to historical territories, but it is
also possible to think of the country as four quite distinctive entities:
the north, the centre, the south, and the islands. Five of the
regions have autonomous political status - the northern border region
of Valle d'Aosta, Trentino Alto-Adige and Friuli-Venezia Giulia, and
the two large islands, Sicily and Sardinia. At the time of unification
(26 million inhabitants) 70% of the active population were employed in
agriculture. Of that population, 78% were illiterate. Agricultural
potential was the greatest reason for colonisation or invasion of Italy
in the Ancient World - the country is not rich in natural mineral
resources. ‘'T'raditionally, the component parts of Italy had a strong
base of folk culture in the rural areas matched by the high peaks of
civilisation centred on the prosperous cities. Unification, indus-
trialisation and urbanisation have inevitably played their parts in
levelling down, with consequential losses in linguistic and cultural
diversity. Loss of roots, within a country, often implies loss of clear
cultural identity.




Transformation from a primarily rural and agricultural to a pre-
dominantly urban and industrial economy has been rapid, particularly
in the twenty-five years immediately post-war. The tensions and
social problems created through this process of urbanisation
(especially through migration to the industrialised north, but later in
the centre as well}) have found artistic expression in some of the
major works of the Italian neo-realist film school. Whilst in 1950,
towns with a population of over 100,000 accounted for 20.1% of the
national total, the conurbations of eight principal cities now contain
over one-third of the population of Italy. According to the 1992
Censis 'Italy Today' report there are signs that this trend may have
peaked with, as elsewhere in Western Europe, commuter movement
back to smaller towns.

Italy still abounds in medium-sized towns, with forty-five of them
having populations of over 100,000 (eight in the Region of Emilia-
Romagna alone). These have always been, and to a great extent still
are, the backbone of cultural production and expression in Italy
The six largest cities, with population alongside are:

Rome 2.80 million
Milan 1.45
Naples 1.20
Turin 1.00
Genoa 0.75
Palermo 0.73

Net emigration from Italy seems to have ceased, and internal migration
is now much less significant, having peaked in the 1950s and 1960s.
Census data shows there are about 1.4 million immigrants resident in
Italy, mostly economic migrants from less developed countries. The
birth rate has fallen slightly since 1980 and, in common with other
Western European countries, the ageing population is increasing
steadily as a proportion of the total. The Government aims to
prolong compulsory full time secondary education. Currently 72
Italians per 1,000 (between the ages of 22 and 24) have succeeded in
achieving a Higher Education degree qualification (Great Britain
equivalent 148). These levels are only comparable to Greece and
Portugal within the European Union.

Italy in 1861 was a land with many dialects. Unification has led to
the situation where the official language of government and the media
is the Tuscan dialect, although many regional variants still survive at
the vernacular level. RAI as the national public service broadcasting
organisation recognises certain minority languages in its local output -
French in the Valle d'Aosta, German in Alto-Adige/Bolzanco and Ladino
in a few wvalleys in the Dolomites, Slovenian in Friuli.

1.3 Economic Situation

Nowadays, agriculture accounts for only 10% of Italy's GNP, with
industry at approximately 40% and services in the public and private
sectors at about 50%2. Compared with other developed economies in
Eurcpe, the public sector plays an exceptionally large role in the life
and prosperity (or otherwise) of the country.



The structure of the Italian economy 1is unique amongst the indus-
trialised European nations in two particular respects - (i} the
concentration of industrial muscle within a rather small number of
large companies organised in hierarchical groups and (ii} the vast and
well-diversified pattern of small family run (private) enterprises.
The country lacks the customary (e.g. as in France, Germany or
Great Britain) spread of middle-sized companies which are stock
market listed, and have access to medium- or long-term financing to
underwrite expansion plans.

The nineteenth century ‘’'peasant’ culture has been largely dis~
placed by a single urban-led culture, particularly following an
unprecedented migration of country-dwellers to the cities, and of
southern Italians to the north. Nevertheless, as a cultural and social
process, it could be maintained that 'unification' is not yvet complete.
The 1980s saw a new era of prosperity in Italy with a solid growth
pattern from 1984 when GDP grew by well over 2.5% Per annum over
several successive vyears. The falling value of the US Doliar,
reduced oil prices, and the devaluation of the Lira in 1992 were all
turned to Italy's economic advantage. However, whilst over this same
period the south shared in the trend, it has not been at anything
ke the same rate as the centre and the north. Economic prosperity
has in fact accentuated the importance of the historic 'southern’
question (the Mezzogiorno, including Sicily and Sardinia, accounts for
40% of Italy's territory). Unemployment in the south, approaching
20%, is almost double the national average (stabilised in recent years
at around 10%/11%), with traditional agriculture contracting, industrial
output stagnant and a concentration of jobs in the service sector.
Agriculture is still, nevertheless, twice as important a factor in
employment as compared with the centre and north.

The traditional strong sectors of Italian industry have done well
nationally and internationally, but they are heavily concentrated in
the north (and to a lesser extent in the centre) where consumption is
on a par with the richest regions of Europe. The strong network of
small enterprises in traditional goods sectors have benefited from the
synergies of industrial districts. This has given rise to an ability to
adapt quickly to changing technologies and market trends, but an
increasing concern at government level about the small size of the
majority of these enterprises, and their continuing ability to compete
internationally within the Single Market, has led to some banking
reforms, especially in the area of corporate financing (Amato Law of
1990}.

The basic structure of employment in Italy may be summarised as
follows:

¢ Enterprises with fewer than 500 employees account for 56% of the
total labour force.

¢+ Enterprises with over 5,000 employees account for 16.5% of the
total labour force (but in a concentration of only 0.3% of the
total number of registered companies).

Fiat, which has restructured recently, in 1989 employed 278,550, and
there is a similar concentration in the other giants such as Olivetti,
Pirelli, Benetton, Ferruzzi, etc.



Share of Employment Millions % Total
Agriculture 1.508 7.45
Industry 6.737 33.28
Services 11.999 59.27
20.244 100.00
Unemployment Rate (%) 1990 (%) 1993
North 5.1 6.2
Centre 9.7 8.8
South _19.7 7.7
_11.0 _10.4

(Souce: OECD/ISTAT)

The rate of unemployment amongst young people under the age of 25
is the third highest in Western Europe {(recorded at 30% in 1993 - the
highest percentage being in (1) Spain and (2) Finland), and the rate
of female unemployment is almost double the European average.

Public sector debt by 1993 had risen to 123% of GDP, having exceeded
100% in each year following 1990. The large percentage of employment
in the service sector includes Italy's public sector as well as 'non-
tradable’ goods. The historic inefficiency of, and waste in, Italy's
top heavy public sector - whose tentacles spread widely throughout
the economy - led to some initiatives by the Amato Government in late
1992 to introduce an ambitious programme of privatisation. Public
consumption as a percentage of GDP runs at 17.9%, with general
government at 46.8% (1993 OECD figures). The longer term continua-
tHon of Italy's economic renaissance is threatened by this massive debt
and much of what it rests upon.

Tourism is an important sector in the Italian economy, with a large
seasonal effect, and over 1.7 million awvailable beds. Whilst its
contribution to the balance of payments with reference to the economy
as a whole is not so great as (amongst the Mediterranean countries)
in Spain, Greece or Turkey, 1993 earnings have been estimated at US
Dollars 21.9 billion. Each of Italy's 95 Provinces has its Tourist
Board (E.P.T.). There is some overlapping with tourist offices run
by municipalities and others. In both 1992 and 1993 well over 50
millicn foreign tourists visited Italy. The internal Italian market for
seaside and mountain/lake wvacations tends to be restricted to fixed
national holiday periods - notably between 15 July and 31 August.
Cultural tourism, relying on Italy's artistic and archaeological
heritage, is therefore a vitally important means of spreading and
extending the economic benefits. At the same time, changes are
occurring in tourist patterns from abroad. The wvery detailed
statistics on visitors collected by the police show that the relatively
easy pickings of mass tourism are driving away the more cultivated
and respectful visitors. Thus, unfortunate stereotypes are reinforced
both ways, of both natives and tourists.



1.4

Political and Administrative Conditions

1.4.1 Central authority

The 1947 Italian Constitution gave rise to a governmental system
based upon the supremacy of Parliament. The Constitution provides
Fr the separation of powers between the Executive (entrusted to the
President of the Council of Ministers or Prime Minister), the Legis-
lature (assigned to the Chamber of Deputies and the Senate, both
elected by universal suffrage for five year terms), and the Judiciary.
The President of the Republic is elected for a seven-year term by a
college of the two chambers of Parliament in joint session together
with three representatives of every region. The Constitutional Court
comprises 15 judges serving individual nine year terms, with five
members nominated respectively by the President, Parliament and the
ordinary and administrative supreme courts. The Constitution is
divided into two sections: the first dealing with the rights and
duties of ordinary citizens, the second with establishing the legal,
political and administrative apparatus of the state. Cynical commenta-
tors have observed that the real division is between those parts of
the Constitution which deal with concrete issues and those dealing
with pious hopes.

Responsibility for the administration of the country rests with a
Ministerial Cabinet, but power tends to be rather fragmented. It is
important to bear in mind that no government in Italy since 1948 has
been other than a coalition, such was the concern of the Constitution
to establish a system which prevented any individual assuming auto-
cratic powers. Coalitions have not infrequently inwvolved quite
antagonistic parties, and there is a plethora of near-untranslatable
terms for the spectrum of possible political alliances.

The average life expectancy of national governments is short, a
situation which renders the Executive peculiarly fragile and has given
room for a degree of immobility which is surely unique in Europe.
Urgently required reforms are often delayed or lost altogether
because of the political need to satisfy so many and such disparate
partners. Political uncertainties have, inevitably, transferred the
habit of stasis to the bureaucracy, which shares a reputation for
unresponsiveness and imperviousness to the requirements of good
modern administration along with many other Eurcpean countries with
developed welfare systems. It is important to note the amount of
power which the central political weaknesses put into the hands of the
bureaucracy through its very continuity.

Commissions set up by the Government to institute reforms fall victim
to the very processes they are established to eradicate. At the same
time, a system of political appointments to all manner of public and
semi~public posts has flourished throughout Italy.

A closely related problem is the notorious lack of efficiency in the
majority of state services. Whilst there can be no doubt that from
the 1970s onwards the state has intervened more effectively in the
provision of welfare and services (regional government having
furthered this process), many of the fundamental structural problems
have not been adequately addressed. So far as cultural policy is
concerned, the fragmentation of competences both within central
government and at regional, provincial and municipal level, further
adds to these general background difficulties.



Following the end of the Second World War, central government was
strongly motivated by the need to consolidate national unity. This
was still fragile on account of the marked differences between north
and south. Although the principles of regionalism are quite explicitly
set out in the 1947 Constitution, they have yet to be fully
implemented, with the powers of the fifteen regions with 'ordinary'
statute rather limited. Resistance to greater devolution of power
would seem to have been prompted by the desire of political parties
centrally to maintain control of their networks of power.

1.4.2 Regional and Local authority

The present pattern of regional and local government in Italy is the
product of its history. Rather like the country's cultural policy, its
system of territorial government has evolved, rather than having been
designed or planned as a coherent whole. At each stage of that
evolution when new structures were put in place, the older ones
tended to survive, which makes for a certain degree of crossover,
duplication and confusion. The present system has accumulated in
the 125 years since unification but still has strong Napoleonic under-
tones.

The independent city states of the north and centre, many of which
were quite small, offered a tempting prize for would-be invaders,
while the southern part of the country became much more centralised
under the autocratic rule of the Spanish Habsburgs (1503-1707),
terminated by Austrian conquest but replaced in 1734 by the Spanish
Bourbons, reviving the 'kingdom of the two Sicilies'. Following the
completion of territorial and political unity in 1870 under the House of
Savoy, the French system of public administration served as the
model, although it is obvious from Italy's history since the end of the
Roman Empire that the country does not share the French tradition of
powerfully centralised government.

Nowadays, Italy, for administrative purposes, comprises 20 regions (5
of them autonomous, with 'special statute', in recognition of a strong
cultural identity), 95 provinces, and 8,066 municipalities.,

The 'ordinary statute' regions, which emerged with powers trans-
ferred in 1972, were provided for in the 1947 Constitution as an
antidote to the excessive centralisation which had taken prlace.
(Friuli-Venezia Giulia, not in the original 1947 list of autonomous
regions, was added later.) Their establishment reduced the role of
the provinces, but these still exist and function alsoc as decentralised
administrative units of central government, besides refaining certain
functions specifically entrusted to them by law.

The former provincial responsibility for general supervision of the
activities of the municipalities within their area has been transferred
to the regions, although the prefect of the province still retains the
power to suspend a mayor.

The legislative powers of the regions are determined according to
their status as special (autonomous) or ordinary. Those of the five
special regions can be described as a combination of exclusive,
additional and integrative - with regard to national laws, while the
ordinary regions are restricted to the latter two categories. In cases
of conflict, the national law assumes precedence. Both , and all three



in autonomous regions, may have relevance to the cultural field. The
additional power permits a region to legislate over cultural provision,
tourism and environmental protection for its territory. The integra-
tive power allows the region to adapt national legislation to specific
local requirements. According to the 1947 Constitution, the regions
were to assume political and administrative responsibility in three main
areas:

¢ Community and social services.
¢ Urban and rural planning and land use policy.
4+ Economic development.

These include health, public works, agriculture, Libraries, museums,
cultural provision generally and tourism, together with some defined
roles in education. The role of central government was, within this
clear construct, to be restricted to areas of genuine and indisputably
national concern. The resulting pattern, after almost 50 years of
foot-dragging and tinkering, is an ad hoc mixture of unitary and
federal systems, in which all tiers have concurrent powers, making
for confusion and scope for interference.

Regions and municipalities have three organs of government, plus
their professional administrations. Under the president (or mavor in
cities - directly elected since a reform of 1990 to make local govern-
ment more responsive) there is a council (consiglio) of directiy
elected members with five-year terms of office, and a board {giunta)
personally appointed by the mayor and acting as the council's
committee of management, overseeing policy implementation and
proposing new ideas.

Councillors, other than a president or mayor, are legally permitted to
serve at both tiers, but in practice this rarely happens. The actual
size of the council depends upon population: in regions it can vary
from 30 to 80, and in municipalities from 15 to 80. Central govern-
ment has a role in the appointment of the chief executives of the
municipalities. Both tiers of authorities are heavily reliant upon
central government for their income and expenditure approval with
little fiscal autonomy or genuine revenue raising power. Capital
expenditure is financed from bonds and capital sales and receipts,
allowing slightly more flexibility, but the bulk of revenue spending
depends on formulaic allocation by central government taking account
of population and a variety of demographic factors. The regions
with special status expect to receive back the income tax revenues
levied by central government from their citizens, plus some redistri-

Municipalities &l have the same basic structures and competences.
Their boundarieskgo back tor1861,>although the actual current number
was arrived at in the 1960s. The most striking characteristic amongst
the group is not so much their number as their wide geographical and
social diversity. Around 8% of these comuni have populations of
under 500 whilst, at the other extreme, Milan, Turin and Naples
contain over a million inhabitants apiece, with Rome approaching three
million. These councils do not possess a fiscal capability which is
commensurate with their tasks. In the case of the smaller comuni,
their very limited resources obviously make it quite impossible for
their professional structures to reflect non-essential services, which
puts culture at a local disadvantage.




Despite their lengthy and honourable history, the comuni within the
national administration system have long been marginalised by the
ingrained tendency of govern-ments to allocate large numbers of
administrative functions to their own centralised agents.

One of the major difficultes facing the regions is the fact that at the
time they were created, central government failed to reform municipal
government in order to provide a coherent administrative framework
with clear competences. Nor was the issue of the provinces and their
residual powers addressed. Regions are therefore faced with the
dilemma of how to devolve planning and service functions to comuni of
widely wvarying size. Lombardy was confronted with an immediate
need to forge constructive relationships with over 1,500 local govern-
ment units. Inevitably this process has led to the creation of yet
more intermediate administrative units.

The tension between the role and strengths of the comuni as the
traditional source of Italian culture, and the late 20th century media-
based urban culture which has exploded over the past forty years is
one of the key factors in Italian cultural policy today.



Section 2 - CULTURAL POLICY FRAMEWORK

2.1 The Constitution

The National Report describes the development of cultural support
and policy since the end of the Second World War. Very considerable
emphasis is laid upon the complex and dense legislative framework,
about which the Examiners heard much in the course of their visits.
Despite the current complexity of systems and confusion over
competences, at least the constitutional basis is clear:

The Republic shall do all in its power to promote the
development of culture and of scientific and technical
research. It shall also protect and preserve the
countryside and the historical and artistic monuments
which are the inheritance of the nation.

(Article 9)

There is a further article of the 1947 Constitution which is directly
relevant to cultural policy:

The Republic, while remaining one and indivisible ’
shall recognise and promote local autonomy, fostering
the greatest possible decentralisation in those services
which are administered by the State, and subordinat-
ing legislative methods and principles to the exigencies
of decentralised and autonomous areas.

(Article 5)

2.2 Division of Competences within Central Government

It is historically wholly understandable that, following the suppression
of the former Ministry of Popular Culture in 1943, fears in Italy led
to an outright rejection of the idea that there should be a single,
unified Ministry of Culture. The result, however, is that today the
various competences are scattered amongst several entirely separate
Government Ministries and Departments, guite apart from the further
complications which have arisen as a consequence of the delayed
regionalisation of the country, particularly in the early 1970s. So far
as central government policy is concerned, this means that there is
no effective overall policy which encompasses the various elements
ranging from heritage, museums and archaeology through the per-
forming and visual arts to the cultural industries ;s publishing, film
and broadcasting. Consequently, and in spite of the external world's
perception of Italy and what it represents universally, culture is
perceived as having a low political and financial priority within the
various governmental systems.

There are at least eight separate departments of central government
which have a legitimate and major interest in cultural policy. They
are as follows:

¢+  Ministry of Cultural Heritage (archaeology, fine art,
museums, libraries, archives).

¢ Ministry of Public Works (restoration of national
monuments).,

¢ Ministry of the Interior (administration of heritage,
maintenance of religious building, copyright).
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¢ Ministry of Foreign Affairs (cultural relations and institutes
abroad).

4+ Ministry of Education (education, cultural exchanges).

¢ President of the Council of Ministers (cultural promotion,
press publishing, broadcasting)

- also involving the Treasury, Ministry of Finance, and the
Ministry of Post and Telecommunications.

¢ Ministry (now Department) of Tourism and Performing Arts
{theatre, opera, music, film, circus).

¢+ Ministry of Industry (cinema).

This excludes the further complication of the autonomous regions (in
which certain central government functions, such as Archives, are
still carried out directly), the means by which regional and local
authorities are financed from the national taxpayer, and other dis-
persed but relevant functions in Ministries dealing with budget and
finance, civil protection and telecommunications.

Legislation

Italy is undoubtedly the country with the most extensive range of
legislation for the cultural field in Europe. These laws fall into two
main categories:

a) long-term documents which in principle establish the basis
for reliable and uninterrupted policy and financing (with
implications for administrative  mechanisms, implementation
and evaluation);

b) short-term documents which are drawn up in response to
particular crises or situations, usually of a financial nature,
and limited to a particular fiscal year.

Although the adoption of laws by Parliament enables cultural policy to
become an item of major public interest and debate, the compartment-
alisation of competences and methods of financing employed make it
rather difficult for a coherent national policy to emerge. There is no
comprehensive document setting out basic strategies and programme
objectives for public intervention in the field of culture. The laws
which guarantee financial resources are the only programme documents
in the Italian cultural policy system. Despite the high degree of
centralisation in the field of heritage, it is therefore impossible to
speak of an integrated policy in this area, let alone with reference to
the wider field of culture.

It cannot be argued that an effective cultural policy requires a strong
legislative basis (cf. the Scandinavian countries), but neither is it
true that a mass of legislation ensures cultural development. As a
result of the Italian propensity to add to the statute book and the
horizontal and wvertical fragmentation of competences, there is a
constant process of further addition seeking to make good the lack of
'organic' laws, which actually leads to further levels of complexity.
The Regions, for their part, seek to compensate for the lack of
clarity and integration in the heritage field at national, regional and
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local level by further adding to the legislative burden in an attempt
to define roles more effectively. The Examiners heard on a number
of occasions that there was a tendency in Italy not to work to general
laws, only to rather limited or specific ones. This seems to lead
directly to the paradox whereby officials feel they cannot act or move
without the authority or protection of special laws, whilst failing
actually to make use of existing ones.

Tax legislation exists specifically in the following areas of concern to
cultural policy and development:

¢ favourable treatment for the investment of private sector capital
applied to the restoration of the cultural heritage, and donations
to cultural institutions:

¢ levies on the purchase and sale of cultural products;

¢ favourable treatment for cultural organisations which operate as
registered non-profit distributing companies.

The system of implementation of the legislation on private sector
capital is extremely complicated, and has been subjected to amendment
since the original law of 1982. The highest levels of tax incentive
(up to 253 relief) apply to donations direct to the State. The law is
very restrictive regarding owners' rights to use the heritage freely,
and the situation still rather fluid with regard to attempts in the
public interest to create a more uniform preservation regime, regard-
less of ownership.

Books and recorded music receive favourable VAT treatment, with
books exempt. SIAE (Societa Italiana Autori ed Editori) originating in
1882 was set up in 1941 as the official copyright body for Italy, and
collects royalties and video/audio tape and blank tape levies as well
as a percentage on cinema tcket sales. Via the Ministry of Finance,
much of this revenue is redistributed intc the cultural field - leading
to the familiar debate concerning the propriety of taxing popular
culture in order to subsidise the arts and heritage. It is only in this
latter category that tax policy in Italy may be claimed to be an instru-
ment in cultural policy.

Formally speaking, Italian life is extremely regulated by the State,
but one of the most successfully honed skills of the Italian people is
getting round the systems established while society proceeds on its
own 'irregular’' way. The notion of the State being there to control
(and hence to be controlled and utilised), rather than to provide an
enabling framework on the basis of freely given consent, is strong.

To quote from Italy Today (Censis 1992): "While on the one hand we
find an anarchic vitality in society, on the other we are witnessing an
ever—increasing crisis of the major tools of government, which has
taken place in the context of deterioration in the institutions."
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Decentralisation

Article 5 of the Constitution guarantees autonomy and decentralisation
to local (and regional) authorities, setting out what is in effect a
subsidiarity principie. Article 117 quite specifically delegates
competences to local authorities in the management of local museums
and libraries. The formal transfer of powers from the centre has,
however, in the main been a long drawn-out and reluctant process.
Local and regional budgets are massively dependent upon financial
transfers by the State, and the authorities only have very limited
legal powers to raise taxation locally.

Despite the clear intentions of the Constitution and subsequent legal
and constitutional moves (such as the Referendum of 1993) the State
centrally has not - in the field of either cultural heritage or the
performing arts - determined national policy objectives which could
then allow for a more comprehensive decentralisation of responsibility
together with appropriate funds (or powers of taxation) to the local
and regicnal levels, whilst retaining a coordinating and supervisory
function. At present, the State is still heavily involved in protecting
its own vested interests while many of the local authorities are
involved in direct promotion of cultural activities against the market-
led trend which is increasingly evident elsewhere in Europe.

The picture is therefore extremely confused with great scope for
overlap and duplication of functions, and poor value for public
money. It is essential that the process of decentralisation accelerates
so that the State can redefine an appropriate and effective strategic
role for itself in relaton to cultural policy, and demonstrates a much
higher level of transparency and objectivity in the process.

Local and regional authorities spell out two particular issues which
make their lives more difficult than need be the case.

¢ Firstly, the incomplete devolution process has created problems
politically, and means that they may be dealing with differing sets
of rules, and indeed differing interpretations of particular rules,
with different government departments or their local representa-
tives such as soprintendente. A coordinated policy at the centre
would at least allow for some clarity as to whom should carry out
which programmes, thus avoiding much duplication, waste of
money, and needless professional conflict. At present, even
within heritage, the roles of the public authorities at each level
are not properly articulated.

¢ Secondly, while the constitutional and legal obligations on central
government are predominantly to preserve the heritage, maintain
the infrastructure, etc. (which could be interpreted almost as
sufficient ends in themselves), the regional and local authorities
take these as read and want to move on to the succeeding stage
of interpreting these sites and museums, and making the most of
the cultural institutions in their area for the benefit of their
citizens. Without adequate coordination of overall policy
objectives, setting a working framework for Italy as a whole,
numerous pitfalls will continue to hamper local initiative through
delays and interference, often working against a local wvision and
action plan about which the public and private sectors might be
in agreement.
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Section 3 - APPROACH TO EVALUATION: SOME GENERAL REMARKS

3.1

3.2

Italy's heritage - asset or liability?

Italians still, in line with the designation practice of artists and
composers from the early Renaissance onwards, tend to identify
themselves with where they were born. Political unification came
comparatively late, regional differences still count for something, and
it remains possible almost to characterise the central state historically
as just another occupying power. This sense of cultural indepen-
dence, appropriately expressed and utilised, can be a strength but it
also leads to the conclusion - which we heard on several occasions -
that, nationally, culture is not an issue except where it happens to
be linked to other, more significant policies or areas of government
concern.

Post-war industrial and agricultural development has had a particu-
larly strong influence in Italy on its heritage. On the one hand
there are the problems of maintaining an acceptable balance between
modern urban development (for the sake of the productive economy
and the future) and legally based requirements to protect and con-
serve the past, while on the other, rural areas (such as the Po
Valley) have, over one generation, seen the entire transformation of a
time-honoured way of life. The landscape is in this context both a
workplace and a museum. The laws requiring protection of the
physical heritage (and regulating potential damage to sites or
monuments through activities limited to the infrastructure such as
pipe-laying or siting electricity pylons) offer no similar safeguards to
rural ways of life and their more fragile traditions, disappearing
before they can be recorded and documented.

Whilst there is widespread awarenes that Italy's incomparable heritage
comes under constant pressure and threat, the opinion formers and
academics too often take refuge in the safety of sociological
explanations. Italy, we were told, tends not to put cost and effect
together. It is an awesome responsibility to have to maintain the vast
richness of the Italian cultural heritage, and it is not surprising to
find that this is often expressed as much as a burden as an asset.
Nevertheless, the unwillingness to set down policy which could begin
to categorise this infinite patrimony in a way which might then make
it possible to handle it responsibly seems self-defeating.

The crucial issue from the management point of view is the urgent
need to select and set priorities.

Unclear cultural policy aims

From our reading of the National Report, it was not easy to under-
stand the overall aims, objectives and priorities of Italian cultural
policy. Furthermore, it was also hard to grasp the general trends at
regional, provincial and local lewvel.

The Report's structure and tone seemed to suggest implicitly that
there could not be a coherent cultural policy in Italy until radical
moves towards better coordination have been made. It is as if the
authorities passively accept UNESCO's view of Italy as the largest
museum in the world, and simply respond to crises as they surface
without a framework of policy or priorities. Even the performing and
contemporary visual arts are almost treated as if they were part of a
museum culture. Nobody asks what the purpose of a museum is.
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Cultural policy aims at the national level are more often implicit than
explicit, and not articulated, hence the tendency of the National
Report to enumerate examples rather than set out policy objectives
and attempt to evaluate success. As a result, important issues such
as Italy's cultural minorities are not even mentioned. Fragmentation
of competences at the government level contributes to a continuing
low priority for cultural matters, and the absence of effective co-
ordination means that the prospects of improving cooperation with
regions, provinces and comuni are severely circumscribed. Functions
which are centralised (without any obvious rationale}, but have no
clearly stated goals, are bound to lead to duplication, conflict and
waste of public money.

It is quite impossible, however, to discover why, for example, music
should receive over 60% of the national performing arts allocation, or
whether it is actually intended that the obligation to protect the
patrimonio on behalf of the nation should frequently override the
rights of citizens to have reasonable access to it. Very often, the
policy aim, as interpreted through action, is to throw public money at
institutions simply because they happen to exist. The important role
culture could have in the education, preservation and development of
civil society is unstated in this, although it clearly does seem to
inform the motivation behind cultural policies at lower levels of
government. In the light of the recent radical restructuring of the
highly-regarded Italian Cultural Institutes abroad, it must also be
asked what value the government attaches to Italian civilisation and
its dissemination for the benefit of a much wider European and global
community.

Resources, instruments and skills

Although it is obvious that the Italian public authorities themselves
could never be in possession of the necessary resources on a level
commensurate with the immense task of preservation, it appears
to the external observer that political favours, archaic bureaucratic
habits, lack of cooperation between departments and tiers of govern-
ment and failure to set priorities have exacerbated the very real
difficulties, and often delivered rather poor value for money to the
taxpayer.

The irony with which we were constantly confronted was that while
virtually all our interlocutors working in the cultural sector identified
as their major problems (a) lack of money, and (b) lack of specific
legal competence, we thought that the first was by no means always
lacking and certainly there is a superabundance of the second. So
far as the built heritage is concerned, there is a desperate need for
more resources to meet the unique situation in Italy, but we suspect
it is unlikely to be delivered politically until much improved wvalue for
money on existing practice can be clearly demonstrated to the tax-
payers - at which point their support may be coopted in. The issues
in the first instance are about Structures, Professionals and Policies.
This same drift was encapsulated for us by no less a figure than the
Mayor of Rome as the two key questions for Italy today - obedience
to the rules, and efficiency of administration - with ossified bureau-
cratic behaviour as a huge threat to the positive potential of current
change. Reform of professional attitudes, better cooperation and
setting priorities for action have to be part of that positive shift for
cultural policy, looking ahead into the longer term and abroad into
the wider Europe.
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The public, private and independent mix

It has been the stated intention of recent Italian governments to
achieve a significant shift from the overdominant public to private
provision in certain key public policy areas. There has been much
debate about the role of the private sector and 'commercialisation' in
respect of the cultural heritage. Because of the sheer wvolume of
Italy's cultural heritage, and the impossibility of preserving - let
alone sharing - it within available public resources, some reforms to
shift the burden of responsibility are clearly seen as necessary. The
real focus of attention should be directed to the value being derived
from large sums of money being applied, and not so much to the
particular sources of that money.

However, some recent legislative attempts to encourage more self-help
and income generation within museums have met with delays and
obstruction.

Polarisation of attitudes and fears about where the line should be
drawn have led to some preservationists almost entirely rejecting the
prospect of a legitimate role for a more entrepreneurial spirit within
the heritage. Whilst recognising that the motivation may be well-
intentioned, it ought to be possible to define a positive role for
private money and expertise to help improve performance in the
heritage in entirely appropriate ways. At present, the physical
extent and condition of the heritage is such that the prime focus in
both staff time and money is being placed on preservation, with
presentation to the paying public as a secondary consideration. It is
in this area, and in management of finance and personnel, that the
available private sector expertise is much needed. Rather than the
public authorities acting defensively and out of fear - as if the
Visigoths are at the gate - ways have to be found to expand co-
operation in appropriate ways between the public and private sectors.

In more cases than not, as is evident from the rest of Europe, the
most effective solution may be through independent, 'mot for profit',
companies. These incorporate a public service ethic with opportuni-
ties for more efficient management skills drawn from the private
sector. It does not mean that important public assets are brutally
commercialised. The Examiners found a great deal of misunderstand-
ing on this point, which sets up unjustified negative reactons.

The focus for progress should be on encouraging an entrepre-
neurial, confident and outward-looking spirit in the management of
the national heritage. The amount of private sector money going into
preserving the heritage is already very substantial, but there is
scope for a large increase, given appropriate conditions and safe-
guards. On the basis of the Constitution's wording, it is quite
reasonable to expect that public policy should equally support the
conditions for cultural development {(i.e. the live arts) as well as the
archaeological and built heritage. In terms of service to the public
within an increasingly ‘'citizen'-orientated Europe there are also
important lessons to be shared between the two sectors. The per-
forming arts institutions with their somewhat more open systems have
to some extent made constructive progress here already and offer a
model to the heritage concerning the maintenance of artistic quality
within a more entrepreneurial framework.
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Management and enterprise culture

The Italian corporate sector has demonstrated considerable dynamism
over the past few decades, and has been quick to respond to oppor-
tunities, although the small scale enterprises - the backbone of the
local economy in Italy - have lacked adequate access to long-term
finance. With regard to the large scale firms, questions are being
asked increasingly about levels of monitoring and secrecy over dis-
closure. Whilst they are clearly highly successful, it is difficult to
come to a valid view on actual efficiency of operation.

Commentators often claim that Italians are suspicious of 'enterprise
culture'. Perhaps this may be true (where is it not?) with regard to
multinationals and major business empires, but it does not seem to us
to take account of the visible reality on the streets that there is one
enterprise for every three adult Italians. The Italian people are
great survivors and great entrepreneurs - they need to be in order
to negotiate paths around their own systems. At the smaller scale,
management and efficiency are clearly not a problem, since the
motivation to survive and succeed is a dynamic driving force.

Within the cultural sector management units of all scales and types
are to be found - from the tiny theatre cooperatives (in effect
operating rather like family firms) to the highly bureaucratised
Department of Cultural Heritage which has over 20,000 employees
and is directed centrally from Rome with wvery little devolved res-
ponsgibility. In between, most of the performing arts institutions
funded by central government operate as autonomous entities at
varying levels of efficiency. Some, in response to financial
necessity, have developed modern management techniques to the
highest current standards as we have observed, and are delivering
good value for money. Others still appear to be cushioned from the
harsher realities by rather generous subsidy levels, while outmoded
and questionable practices are allowed to continue.

Levels of public sector investment

Before locking at particular aspects of cultural pelicy and its
delivery, it is worth noting the relative levels of government support
for culture as a whole:

Public authorities: relative proportions of
public expenditure totals

1988 (2) 1990 (%)
State 55.5 56.3
Regions 13.3 13.7
Provinces 2.4 2.2
Comuni 28.8 27.8

100.0 100.0

(Source: ISPE/ISTAT)
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The relevant 1990 actual sums for the main Department of State (cf
p2-2) in Lire bn. are as follows:

President of the Council 111
Cultural Heritage 1,956
Performing Arts 880
Public Works 31
Foreign Affairs 114
State Participation 15
Treasury 200
3,307

(Source: ISPE)

These substantial amounts of taxpayers' money imply policy aims
which extend beyond purely stated constitutional obligations (such as
protecting the heritage). They also rest upon assumptions about the
commercial market for cultural products and, in some of the sectors,
levels of income achieved from the paying public. It is difficult,
however, in the absence of overtly stated policy, or an effective and
identified cooperative mechanism, to understand the relationships (if
any) between the actions of the various departments, let alone the
extent to which they may have a clear view on the complementary role
played by local and other authorities.

Overburdened public systems

We encountered a widespread feeling (particularly at national level)
that cultural policy had a low priority in the political and financial
sense - low profile, and starved of necessary funds. Nevertheless,
this gloomy perception was belied by the considerable energy, drive
and success which we often found at the more local level in spite of
the inevitable clamour for sufficient money and authority to do the job
properly.

What surprised the Examiners above all was the gap between theory
and practice. This appears to be a universal phenomenon from
applying the law, to the employment of custodians in museums. The
Italy Today Report states:

"The culture of the Italian managerial class has in effect con-
tinuously taken refuge in abstract models, in macro-exercises,
without making any micro-assessments of reality... We should
not therefore be surprised if the gap between society and the
political system, between daily life and major decisions, between
social events and the life of the institutions becomes increasingly
wide and dangerous... It is necessary to break down the basic
problems, promoting concrete governability  through the
government of a number of sub-systems (local authorities,
economic institutions, etc.}, as it is necessary to unburden the
institutional apparatus. We should also seek tc have 'cool'
institutions, that is machinery able to overcome dramatisation and
emergency, to encourage and to direct wvitality, to reduce stresses
and to settle contradictions.”
(Censis 1993)

We concur with the above gquoted sentiments as a result of our
examinations. Constantly we came up against evidence of systems
which are operationally extremely centralised, but with no clear goals.
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This in part explains the poor morale and inefficiency which we often
encountered. The National Report stresses that such reforms as
there have been in Italian public cultural policy have not come about
as a result of any sustained thinking or overall concept. With so
many inconsistencies in the system, plus the dense jungle of often
conflicing laws and unclear competences, it is not difficult to find
an alibi for inactivity or someone else to blame.

Towards an effective cultural strategy

The National Report enumerates laws and disbursements, but does not
offer any clear statement on what these cultural policy manifestations
are expected to achieve. The lack of visibility of strategic aims
coupled with the fragmentation of responsibilities is, we believe, the
most significant reason why culture remains at the margins of political
interest in Italy. Although the differences of view between, for
example, the national and the regional levels, have to be sorted out,
everybody is in it together. It appears to the Examiners that many
of the besetting 'problems' cannot be solved separately.

A formulation of owverall objectives in cultural policy would, we
believe, be wvery bhelpful in clarifying the differing perspectives,
which could lead to greater mutual understanding. These objectives
would include the following:

) artistic;
4 social;
¢ national (i.e. prestige).

When translated into more specific aims, supported by an appropriate
planning process, it would become reasonably obvious which functons
can only be carried out nationally (or locally). There will always be
some 'grey areas' in the middle but, provided the defined national
strategic role is clear, decentralisation ceases to be the 'problem'
which many still see it as. At present, the consequences of a lack of
national coordinated overview of the cultural heritage are only too
plain to see. Coordinating mechanisms have proved weak and are
certainly no substitute for an openly negotiated national strategy
which could set priorities, guide much improved targeting of
resources, and evaluate results.

The nature of the National Report, differences of opinion about
quality and comparability of data supplied and, above all, the primary
concerns of the great majority of those we interviewed from the
beginning suggested that the Examiners needed to adopt a thematic
approach. We were conscious that, within the context of the Council
of Europe’'s programme of Evaluation of Cultural Policies, this was less
likely to produce data which could assist international comparison, but
we remain unconvinced that this could, or would, have been a wvalid
exercise in itself. We therefore concentrated most of our time and
energies on those specific aspects of the current situation we found
which seemed to require urgent reform, and for external assistance
through examples of good - but appropriate - modern management
practice both within Italy and elsewhere.
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Section 4 - SEVEN KEY ISSUES

4.1

4.2

4.3

4.4

4.5

4.6

4.7

Fragmented central responsibilities: the need for improved policy
coordination.

Legal and financial confusion: the need for clearer procedures.

Towards a clear and open partnership: the need for improved
articulation between levels of government.

Greater autonomy for cultural institutions: the key to responsibility
and improved performance.

Professional personnel: management and training.

Expansion of cooperation between the public, private and voluntary
sectors.

Participation.
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Fragmented central responsibilities: the need for improved policy
coordination

a) Observations

The difficulties created as a result of the spread of competences
across a large number of ministries or departments of central govern-
ment, and the lack of clarity in the distribution of roles between
national, regional, provincial and local level have already been
referred to. We have some under-stand-ing of the historical reason-
ing behind the present system in central government, and also a pro-
fessional appreciation of the difficulties in combining a strategic
government concern (within a mixed economy) for the overall health
of a productive commercial sector with the responsibility for certain
activities which require subsidy for their very survival. In addition,
there is the major issue of the constitutional obligation to protect and
conserve all cultural sites, buildings and movable objects in Italy, the
majority of which are actually owned by the state.

Using international comparisons, the Examiners constantly asked them~
selves, "Are Italian citizens getting a good service and wvalue for
money out of their current systems?" So far as the public sector
results are concerned, the answers are often less than comforting.
This may vary according to the particular areas of public responsi-
bility. Some of this has, we believe, to do with there being no
sufficiently powerful voice (or coordinated voices) for cultural issues
within the councils of state, which can lead to the failure of a
well-intentioned initiative such as the 'Progetto giacimenti culturali’
(initiated in 1986 and intended to promote the heritage through the
use of information technology and young unemployed people), or the
alarming mismatch between training, supply and demand in artistic
occupations.

Rationale for particular policies

In looking with a fresh and sympathetic external eye at the cultural
scene in Italy, one is very dquickly bound to question the rationale
for much of the 'policy'. This is not to cast doubt on the many
worthwhile applications of expertise and public money which are there
for all to see, but it does raise all sorts of questions about policy
coherence and priorities. Why is action taken in this area rather
than that? Does it rest on some policy objective, or is it purely for
historical reasons? Is there a rational explanation for near universal
70%-80% public money spent on heritage, as compared with only 20% or
so on supporting the performing arts and contempo-rary -creative
production and distribution? Do these sums of public money have any
relationship to the market potential of what they support and the
commercial exploitation which is possible and compatible with the need
to comnserve? Our investigations with the authorities in the Depart-
ment of Central Government shed little light on these, and similar,
questions.

Absence of strategic policy responsibilities

Clearly it is important for the government at any time, and particu-
larly in stringent economic times, to have some overall cultural vision
both for the sake of the quality of life of its citizens and also
(especially in the case of Italy) for one of the country's chief assets.
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This does not necessarily mean that a single, unified ministry is the
only, or even the most appropriate, means of getting to that point.
It does, however, strongly suggest that there should be meaningful
dialogue, coordination and some common denominator between the
numerous ministries and departments of state which have a stake in
cultural policy. Although some mechanisms do exist with this
intention, they are not very effective.

Starting from the 1947 Constitution, there are indisputable roles for
central government in cultural protection and support. Any central
strategic responsibility has been assumed rather than defined or
negotiated with other key partners but there certainly is a vitally
important role for the government in setting the overall policy frame-
work. It would obviously be a mistake both politically and
administratively to equate a central responsibility with centralised
expenditure or management but, with five autonomous regions and an
incomplete process of devolution to the other fifteen, this strategic
national role is of the utmost importance.

Policy is a concern of the whole country, at all political and adminis-
trative levels, and with the partial decentralisation of political power,
it is no longer possible to think of a highly centralised model given
that the decision-making capacity at the centre is already -
intentionally -~ considerably weakened. It is difficult not to
sympathise with the frustration of the regions and comuni at the of
the highly centralised decision making systems of the Ministry of
Cultural Heritage, or their bitter reaction when the intention of the
April 1993 Referendum to devolve money for the performing arts was
being blocked in Rome, with central government control being
progressively increased at regional expense in the vacuum created.
A decree of 1977 to devolve the performing arts funding responsibility
to the regions had set a target date of the end of 1979 for comple-
tion. None of this makes for good relations or coherence over the
vision for national policy - whatever its delivery methods or priorities
for acton. Nor has recourse to the constitutional court to resolve
differences between the central state and the regions regarding their
respective functions brought about the hoped for sclutions.

A number of the laws which most successfully seemed to us to focus
on regulation (e.g. on copyright, assistance to artists, wurban
planning controls, etc.) dated from the period 1939-42 when there as
a2 unified ministry. By comparison, the successor ministries with
their dissipated competences, appear to lack goals and strategic
coordination. It is extremely difficult to judge whether the govern-
ment sees any real separation between legislation and its
implementation and effects, and in the absence of reliable data, we
were obliged to look to trend analysis and anecdotal evidence which
was pretty consistent.

Fragmentation and duplication of responsibility

The Italian government machine appears to have been relatively stable
for its first hundred years, with the large proliferation of ministries
and departments taking place from the 1960s onwards. This has led
to considerable duplication, conflict and professional rivairy. More-
over, it has arisen in an ad hoc, unplanned manner. At the same
time, this period of proliferation has coincided with the decades when
the powers foreshadowed in the post-war constitution for the newer
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regions actually started to be granted. The fragmentation of powers
within the cultural field suggests that there is now a strong case for
greater coordination of policy and the setting of standards and
instruments of evaluation at the centre, while the periphery is given
room to get on with the task in a more single-minded way.

Regional and local authority progress (irrespective of the source of
their money - which they might describe as local taxpayers rather
than national government) demonstrates that many of them are moving
fast on cultural policy in line with most of their European peer
groups. Direct management from Rome is therefore no longer a viable
option, and any attempt to institute it would be destructive. National
responsibility to safeguard the heritage, to ensure the maintenance of
the cultural infrastructure and the health of the cultural industries,
as well as distributive considerations, are vital concerns for govern-
ment. But responsibility for overseeing something does not mean
have to do it yourself. There is an enormous difference between a
Ministry of Culture and a Ministry for Culture.

Access and developmental concerns

Beyond the basic requirements to protect and conserve the heritage,
both physical and in artistic performance, there are the promotional
and developmental roles, which are generally much more efficiently
and responsibly carried out at the local level. Only at that level can
shortfalls in provision be identified, agreed and made good. But
there is also a national responsibility to see to a reasonably even
spread of access to, and availability of, cultural provision across the
country as a whole. In a practical sense in the performing arts both
the government and the regions employ ad hoc touring policies to
achieve this, but the capital burden falls most heavily upon the
municipalities. Viewed from the territorial end, cultural support and
development is on a continuum with social and economic development,
and has considerable relevance to both. We did not find much
evidence that this approach is mirrored within central government,
where the fragmentation of roles leads to isolated areas of special
interest, unable to make significant impact on government priorities as
a whole.

Policy at national level, we were forced to conclude, amounts to little
more than the continuation of historic practices in an increasingly
difficult financial and political climate. There have been some
attempts at a departmental level to grasp the nettle and institute
reforms to improve both the delivery of policy and give better value
for money, but these only seem to be effective when accompanied by
genuine devolution of responsibility.

Central defensiveness

With regard to the two large blocks of central government expenditure
for the Cultural Heritage and the Performing Arts, the management
structures seem to have led to defensiveness and wvested interests.
Delays in implementing reforms to provide for a more devolved
structure to improve delivery and value in service provision has, if
anything, increased hostility of the regions and local authorities
which ought to be viewed positively as key partners in the carrying
out of the state's obligations. Expressed crudely, the divided
departments of state are trying to handle more than they can
reasonably be expected to manage in a modern democracy, and are
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antagonising those who can help them in the process. But Precisely
because of the divisions and the vested interests, it is not perceived

as a sufficiently large national problem for a modern solution to be
imposed.

Role of Parliament

Parliamentary oversight of cultural policy, beyond the specific legis-
lative function, is encompassed by the respective standing committees
of the Senate and the Chamber of Deputies on Education, Heritage,
Culture and Sport. The Examiners were grateful for the opportunity
to meet with the Chair and two Vice-Chairs of the Senate Committee.
We found a good deal of common understanding on the practical
problems which bedevil the task of modernising the system, and
making it more responsive and efficient as is happening throughout
the rest of Europe, whilst appreciating the particular issues which
are unique to the Italian scene.

It was clear from our discussion that amongst Parliamentarians there
is a good appreciation of the difficultes created by divided
competences, legislative overkill, inefficiency and overcentralisation.
However, we were also made aware that on the scale of perceived
government issues for resolution, cultural management did not rate
highly. For example, important reports like the Covatta Commission's
on a greater degree of autonomy for museums and organised networks
had been ‘lost in the system' with the resultant draft legislation on a
very slow track.

As a result of compartmentalisation of roles and the lack of an overall
cultural strategy, the issues which come to the attention of Parliament
and its two relevant committees (i.e. in the Senate and the Chamber
of Deputies) tend to concentrate on particular issues, which makes it
hard for a general overview of cultural policy and management to be
taken. Besides, the remit of both committees goes much wider than
culture, including the policy areas of public education, scientific
research and sport as well as the cultural heritage and performing
arts. Legislation scrutinised is inevitably of a specific nature,
focusing on particular needs or issues.

Ministries and Departments

For the purposes of our evaluation, we have concentrated on the two
departments which are usually cited as the main elements of a possible
unified Ministry for Culture - an issue we develop later. These are
the Ministry of Cultural Heritage (the Italian title Ministero per i Beni
Culturali e Ambientali includes the notion that cultural goods and
properties exist as part of a wider environmental context as well as
having intrinsic aesthetic and historical value and importance) and the
Department of Performing Arts.

Abolition of the Ministry of Tourism, Sport and the Performing Arts
following the 1993 Referendum has reopened this cultural debate in
Italy. This Department was created in 1959 with the intention of
merging the staff and competences of the former 'Commissariato’ for
Tourism (set up in 1947) and the Directorate-General for the Perform-
ing Arts (set up in 1948). Both units were at that time located
within the office of the President of the Council, having come to rest
there upon the abolition of the notorious Ministry of Popular Culture
in 1944. Copyright remained with the Ministry of the Interior, while
the Information Service, encompassing press, publishing and broad-
casting stayed with the Presidency of the Council.
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Under fascism and its 'Minculpop’, there had been a logical reason for
Tourism and Performing Arts coexisting within a single unit. By 1959
any such rationale had lost all relevance, but it was felt that some
'cover' was required for the separation of the performing arts from
the rest of cultural policy. The creation in 1985 of an integrated
fund for subsidy, the 'Fondo Unico per lo Spettacolo' (FUS), to
deliver greater openness and accountability was a further logical
development (with a 'National Council for the Performing Arts' follow—
ing in 1988). The 1993 Referendum on the abolition of the Ministry
was only a logical progression, exposing as it did the rather strange
bedfellows, and demonstrating the aspirations of the regions and their
frustration towards the status quo.

A presidential decree of 1977 had granted the regions the role of
'promoting culture of regional interest' but this has never been
defined or set within a cooperative context where the various levels
of government can work in confidence together. In a country with
such diverse traditions and strong local/regional cultural identity,
resolving what is 'regional' and what is 'national’ is bound to be a
contentious issue. This is not just the case with movable objects,
works whose artists' names declare their origins (Pietro da Cortona,
Vitale da Bologna, Antonello da Messina, Perugino, Pisanello, etc.),
but with 'schools' of works in all media where there is a regional
focus but international significance (Cimarosa, Paisiello, Pergolesi and
the Neapolitan opera tradition; Verga, Pirandello, Lampedusa and the
Sicilian literary tradition; Venetian musical and dramatic styles - the
list is endless). Some agreed form of cooperative subsidiarity must
offer a pragmatic solution to this difficult issue.

Public debate about a single unified Culture Ministry had already
arisen in 1974/75, but its creation was opposed by leading figures in
the professional and political worlds who feared that the interests of
the physical heritage might be swamped by the more immediate and
maybe newsworthy issues affecting the performing arts and cinema in
particular. The seeds of the protection versus promotion contest are
already to be detected, with the champions heading for their opposing
COrners.

b) Needs

Politicians to whom we spoke at national, regional and local levels,
and who were concerned with the well-being of cultural policy, all
tended to agree that divided competences were unhelpful, although
there was quite a diversity of views on what the ideal combination of
functions would be. Some felt strongly that putting the performing
arts in with the cultural heritage would be unhelpful. One major
point of agreement arose in all the conversations which we had,
namely that divided competence, presenting as confusion over roles,
was a disaster in the sense that the political and financial profile of
this wvital policy area would probably remain low.

c) Some suggestions

We believe that there is an urgent need for the government to take a
coordinated overview of its policies for the sector as a whole which
could then enable it to act in the following ways:

* set priorities for action on the basis of high level policy so that
well-meaning aims begin to become achievable;
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4 codify laws and regulations, both to ensure their observance and
to provide for improved efficiency of operation;

+ face up to the need in heritage to categorise and prioritise tasks
and physical assets;

¢ devolve responsibility on the principle of subsidiarity to the
appropriate levels, within a strategic framework which sets
minimum standards, and evaluation of achievement:

¢+ consider the establishment of a national fund with transparent
criteria to support contemporary production on an art form,
rather than a territorial, basis.

Greater clarity in thinking could ameliorate the current confusion
between ends (strategic national objectives and constitutional
responsibilities) and means (operational roles at national, regional and
local levels).

Coordinating high level policy and setting minimum standards
nationally should reduce confusion in carrying out tasks at lower
levels, permitting those responsible to make much more rapid progress
through setting their own priorities and forging creative partnerships
at the point where this is most likely to come about.

We believe that the key to developing a strong and appropriate
modern role for central government lies in the following:

¢ High level coordinated national policy.

¢ Cooperative public strategy with clear objectives.

¢+ Setting minimum standards of operation.

¢ Decentralisation of defined and agreed functions.

¢+ Control of implementation of legal provisions.

¢ Evaluation of results.

This would enable the authorities to articulate a more powerful case
for culture to be taken seriously - for social educational and economic
reasons, as well as fostering the greater openness and efficiency

which would be likely to persuade the government to target resources
more appropriately and more effectively.
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4.2, Legal and financial confusion: the need for clearer procedures

a) Observations

4.2.1 Instead of the law being used as a regulatory, but enabling, frame-
work, it appears often to be used to give the illusion of problems
having been solved, actually freezing the situation it was intended to
solve. Legislation is not in itself a solution, particularly when
nobody seems to accept responsibility for follow up when if is not
observed. There are specific problems associated with the law and in
financing, which have much in common and are best illustrated when
they occur together in ‘'special' laws. Because of the absence of
effective monitoring, the wvicious circle intensifies. It is the wide
misperception of the role of legislation which usually leads to the
difficulties.

"To find any space within the budget," we were informed, "you need
a law." There is certainly an organic connection between the volume
of ‘legislative pollution' and the unhelpfully rigid and frequently
counterproductive financial regulations which hamper progress towards
better management and use of resources. We were not surprised to
hear from the representatives of the Senate Committee that there is
urgent cross-party interest in streamlining legislation to find
straighter routes through the tangle, or from Minister Fisichella that
budgets for the heritage should be combined in order to accelerate
management improvements.

4.2.2 Legislative proliferation

The legal question is obviously one that goes right across the entire
government process (nationally and regionally) but resolute efforts
are. necessary in order tc bring about improvements for the cultural
sector. The law is actually only wvalid if it is based on sufficient
consensus to ensure its observance and application. The current
overlay of special laws and financial directives on top of the already
overburdened systems of legislative control (especially in the cultural
heritage) produces a situation where efficient management by
objectives or priorities is not deliverable. Proliferation, contrary to
intentions, makes implementation cumulatively harder to achieve. It
was with some irony that we read (in the National Report and other
key documents) of regional legislative activity in culture being
regarded as a positive indicator of commitment and progress.

The National Report makes reference to "bottlenecks of an administra-
tive nature within allocations which obliged recourse to special
financing, usable more quickly." This, in a single sentence, seems
to encapsulate for us the bureaucratic, legislative and managerial
difficulties which are at the heart of the present Italian dilemma.

Lack of Ministerial clout appears to contribute to the overdominance of
legal, fiscal and bureaucratic procedures which negate the intentions
of government initiatives to release energy, resources and skills in
the wider community. Within the government service itself, there is
an urgent need to make better use of the expertise and dedicated
personnel which exist but which are too often demotivated and struggl-
ing against impossible odds. We think it no coincidence that, most of
our interviews, there was a much greater sense of confidence at local
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and autonomous institutional level, where the people concerned were
both more responsive to public needs and the general direction of

society, and had a much clearer grasp of what they were doing and
why they were doing it.

Financial uncertainties

At central government level we learned of the further uncertainty
over financial allocations to Departments should the Ministry of
Finance miscalculate its expected tax revenues. The actual sum
raised was only known half way through the tax year, at which point
clawbacks might be instituted if necessary. During 1994, as it
happened, the FUS lost almost 142 of its current yvear budget (Lire
129 billion out of Lire 929 billion) in this way, only to have it
restored again towards the end of the year. In a Department which
exists to allocate central grant-aid to independent organisations this
makes a particularly cruel mockery of planning.

Culture a low political priority

Frequently the Examiners heard from politicians and officials at all
levels that ‘culture' was generally perceived as low priority and a
drain on the public purse. FEven within progressive regional or
municipal administrations it seemed to be an uphill task to convince
the key people of the fundamental importance of culture, even if only
as a major source of economic benefit. Fragmentation of competences
at national level does not help, although we saw more hopeful signs in
some of the major cities whose territorial and political integrity does
at least offer a more focused point of departure. In terms of general
public attitudes, however, it is difficult to envisage the required
support arriving until there is a greatly heightened awareness of
some relationship between national wealth and the need for massive
conservation, and above all between public investment and the results
and benefits demonstrated.

Whilst government expenditure on the sector may have seen some
Iincrease (peaking in the mid-1970s), it has fallen as a proportion of
the total by a factor of three over the past twenty years. The
Ministry of Cultural Heritage and the Department of the Performing
Arts account for at least 75% of that total. Most of the rather
impressive sums invested by the private sector go to support the
built heritage and a few major exhibitions rather than to assist living
artists - a situation which is reinforced by the legal basis of tax
advantages available. Lack of clarity and policy coordination once
again seem to obstruct possible developments. Double subsidy (i.e.
uncoordinated funding from several sources towards the same
undefined objectives) is common in certain areas whilst others, for no
discernible reason, are being by-passed.

'Normal' funds and 'extraordinary' funds

In some areas - notably within the Cultural Heritage Ministry - the
trail of special laws and their annually renewable financial allocations
creates a nonsense of 'mormal funds', rendering it progressively more
difficult to set up dependable systems or plan ahead in a reasonably
secure and responsible manner. In short, we think that the comfort
habit of reaching for a legislative dummy bears some responsibility for
poor management and worse value for money.
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Measured and 'normal' progress on restoration schemes is extremely
difficult since the path is so littered with special items. Besides the
planning difficulties which this creates, the pure management
problems are exacerbated by the fluctuating balance between the two
types of funding. The National Report highlighted this in the
following figures which give the percentages of 'mormal' and 'extra-
ordinary' funds making up the Ministry's budget for excavation,
maintenance and restoration in each of four recorded years:

Date Total Normal Extra-
{L bn.) Funds (%) ordinary
Funds (%)
1986 147.0 47 53
1987 169.4 60 40
1988 183.9 27 73
1989 244 .5 28 72

Campania, we heard, has very limited ‘normal’ funds available to
it, which adds to the problems of working productively with other
essential partners, such as local and regional authorities or the
private sector. What chance can there be of developing rational
tourism strategies to take pressure off particular sites and
preserve the heritage when the direction of the budget from Rome

can without warning demolish local partnerships which may be
building up?

Common features observed

From our external viewpoint, we are struck by a number of common
features across the national cultural support system.

¢+ Absence of strategic planning

There is an unwillingness to differentiate between short-,
medium- and Ilong-term objectives. Nor is there adequate
recognition of the varying time-scales and resource requirements
as between large-scale and small-scale tasks. Consequently,
short-term dJdeadlines and unforeseen 'crises' work against more
controlied achievement, un-wittingly generating vet more
emergencies for the future in the process. Fluctuating annual
budgets provide an added twist.

¢+ No 'bottom line'
The dependence on extraordinary laws and special budget alloca-
tions counteracts the need for management to plan, prioritise,
target and live within means. There is always an outside hope

that the cavalry will arrive over the crest of the hill at the last
moment.

¢ Lack of strategic financial control
The plethora of technical rules, whilst no doubt having arisen

for wvalid reasons, cumulatively contribute to poor fiscal
management:

- Single year units perpetuate undesirable 'stop-go' practice as
well as inhibiting production partnerships with others (e.g.
mismatch with the time-scales of potential sponsors).
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- Technical financial regulations often result in poor wvalue for
money and project management (e.g. unspent money 'falls in'
at year end; virement across set budget heads is not
permitted; it is illegal for local authorities to commit cash
beyond financial years; phased restoration constraints are
inappropriately rigid).

- Cash flow is poorly managed (resulting in breach of faith with
partners, the need for costly unforeseen bank loans to cover
for late grant-aid cheques, etc.).

- Budgets need to be unified and 'regularised’.

¢ Reluctance to adapt to advanced management practce

The public sector attitude appears to deny the wvalidity and
necessity of modern techniques which would improve performance
and make the workload more manageable. One common manifesta-
ton of this is for decisions on action to be deferred untl the
year has almost elapsed, resulting in a spending spree around 31
December.

¢ Lack of in depth evaluation

Whilst large numbers of individual projects and performances
achieve (or even set) the highest international standards, there
is a marked global tendency only to assess results guantitatively
but not qualitatively. This same attitude appears to reinforce
reluctance centrally to categorise (other than descriptively or
numerically) or set minimum standards to be attained.

¢ Legal profusion

Legislative overkill increases problems in implementation. It also
leads to there being a growing number of laws which appear to
be in mutual conflict, thereby hindering action. Frequently,
legislation is initiated when administrative action could satisfy
the particular need.

b) Needs

Lack of money and legal competence were the two most common
complaints brought to the Examiners' attention. Lack of resources is
a major problem which has to be tackled at the highest level of
government, but inflexibility over their use needs to be solved in-
house.

Budgeting and authorisation procedures, we were told, can lead to
thirteen or fourteen 'stop-go' phases of building restoration and up to
forty separate permissions being required. The public tendering
process does not allow for any changes in specification once work has
been started which, in the case of old buildings where unforeseen
features are often discovered, is inappropriate, wasteful and causes
delays. Projects are taken on, buildings are purchased with no one
having any idea of the time-scale over which the necessary finance is
likely to be made available on a planned ~ let alone a crisis — basis.
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The Examiners were confronted with the problem of trying to inter-
pret the indices of expenditure in the wealth of documentation which
came our way. We could have spent all our time on this - attempting
to reconcile the totals in municipal cultural budgets which tend to
exclude personnel costs, with those of government departments which
{massively} include them. There are also considerable complications
within, and between, cities and regions, over data. In some cases,
the contribution to the opera house comes directly from the Mayor's
budget; in others all building maintenance is lost under other '‘non-
cultural' budget heads. It is often impossible to discern whether
large sums of money have been voted for producton, performance,
development, tourism or to protect the heritage. Despite the National
Report's claim to have tracked 53% of the total public cultural
expenditure to central government, on the evidence we saw we

suspect there is a very considerable underestimate of the actual
financial commitment of the comuni.

Assessment of quality

The Examiners are sympathetic to the plight of creative and perform-
ing artists in Italy today, and understand the very limited sense of
security resulting from multiple sources of funding. Nevertheless we
were surprised at the lack of awareness around this issue by the
public authorities. Furthermore, where we found evidence of some
performance measures being applied, they were almost invariably
quantitative, with quality being taken on trust. This seemed to be a
particular problem in Sicily with its tradition of free events - a
situation understandably exploited by artists to their own advantage.
The local authorities, particularly in the south, are meanwhile
beginning to tackle the legacy of clientelismo which applies to the
cultural sector in parallel with all other areas.

Inflexible funding patterns

The direct linkage between policy and the legal process is by no
means universal across the cultural sector. However, it is clear that
those who feel they lack clout and resources, as compared with other
areas, also lack legislation. Thus, for example, drama feels acutely
disadvantaged in relation to lyric theatre; dance in relation to opera;
the contemporary visual arts in relation to museums and art galieries.
Preservation of, and responsibility for, looking after the national
heritage (tutela) is laid upon the state in the 1947 Constitution.
Responsibility for thirteen major named musical institutions is en-
shrined in the law. The proportion of the annual allocation from
central government available to the performing arts is precisely set
down legally in percentage terms (opera, other music, cinema,
theatre, circus, etc.). These cannot be wvaried, and the fiscal
regulations means that no money may be carried over from one year
to the next, let alone be vired within any given year.

Much of this practice (whether rooted in policy or not) has been
necessary and helpful in maintaining the infrastructure. But so far
as lyric theatre is concerned, as a specific example, it simply carries
forward a largely historic pattern of grant giving which is now at
least half a century old. Levels of grant-aid therefore bear only
approximately relationships with the current reality on the ground.
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Nor is there any attempt - either unilaterally by central government
or jointly with the local and regional authorities - to address broader
strategic policy issues such as uneven levels of provision across the
country. Targeting of grant-aid, in spite of the complex criteria,
procedures and advisory mechanisms, would seem to be pretty crude.

It is not surprising that the Examiners encountered the strongest
views on the need for radical legal and financial reforms amongst the
politicians and independent cultural organisations they met. Within
the central administration there seemed to be a recognition that
reforms would make its role easier to carry out, but alsc a feeling
that changes should be made cautiously and gradually.

¢) Some suggestions

With the complexities of administrative competences in cultural policy
being fragmented vertically and horizontally, and compounded by
bureaucratic inertia, a major attitudinal change is essental in order
to transform negative habits into positive opportunities for cooperation
at all levels. It follows that there is a need for much greater clarity
in strategic planning, starting from the centre. In the key areas of
legislation, finance and management, improved harmonisation and
cooperation are vital both to allocate clear responsibilies and to
eliminate duplication.

Even after greater degrees of political and administrative decentral-
isation have been achieved, the state will retain a key role in setting
the overall policy framework and ensuring that the means to realise
goals are at the disposal of the various responsible parties. Central
responsibility might be summarised as follows:

¢+ establishing outline national cultural policy;

ensuring implementation of the policy aims;

setting standards and establishing clear responsibilities;
monitoring, evaluation and modification of policy;

creating the conditions for improved integration of the system;

reform of financial regulations for cultural institutions;
adopting legislation appropriate for the operation of the system;

> > > > o > @

introducing tax incentives to expand private sector co-operation.

To achieve a comprehensive national overview, the compartmentalised
Interests within separate government departments must find a way to
cooperate and agree high level objectives. For those objectives to be
achievable, there will have to be some codification of relevant
legislation (and a resistance to creating '‘extraordinary' laws) and the
growth of strategic planning and effective programme budgeting.
Planning, it must be stressed, is a tool for better management and
value for money, not an end in itself.

It is impossible for us to form any valid judgement on the number of
existing laws which may, or may not, be relevant, but the jungle has
to be cleared in order to find a path through. Laws which are
incapable of being strictly implemented are weaknesses in the fabric.
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The 1939 law on protecting the environment is, for example, in some
respects inoperable. Nobody at the time could have envisaged the
disastrous effects of cheap availability of metal detectors. Private
individuals will continue to flout the law to preempt the state's right
over compulsory purchase of property (whether acquired legally or
illegally) if they can secure better prices abroad. The numerous laws
which are 'not applied' bring the whole basis of regulation into
disrepute.

By the introduction of minimum necessary levels of strategic planning
across the systems, and at the same time reforming financial regula-
tions so that they are enforceable, but applicable to the requirements
of the sector, energy could be released and real opportunities for
cross—sector cooperation opened up. With clear c¢bjectives and
standards established and clear responsibility for action allocation,
the fears over comuni possibly juggling their social, economic and
cultural agendas, to the disadvantage of the latter, may be set in a
context where they can be allayed.
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Towards a clear and open partnership between levels of government:

the need for improved articulaton

a) Observations

In the view of the National Report, the difficulties encountered by
regions and local authorities over cultural policy stem from five main
sources:

¢ low political priority with insufficient resources devolved;
lack of legal basis, which might encourage planning;
confusion of concurrent powers and unstructured overlap;

inadequate evaluation of institutions;

* > * »

partial involvement of independent entities in management.

The National Report concludes that culture does not perform a key
function in the policies of the post-1972 regions, whereas the cities
are judged to be making a more determined effort. It is nevertheless
apparent from the data that municipal and regional expenditure on
cultural provision is forming an increasingly high proportion of the
total public expenditure on the sector, just as it is across the rest of
Europe in spite of financial stringency. Censis' criteria for assessing
regional performance rests on (a) expenditure and (b) the number of
laws passed relevant to the cultural field. The second is a peculiarly
Italian measure, and we are unconvinced as to its validity. We were
encouraged to find, for example, that in Emilia-Romagna the formal
legal process often followed constructive initiatives in the field which
had proved successful, rather than everyone taking refuge in lack of
legislative competence or money as sufficient justification for
inactivity.

Generally speaking, the cultural budgets of the major cities exceed
those of the regions, so that the structural problem of cooperation is
unlikely to be satisfactorily resolved until the regions are able to put
more serious money on the table. We acknowledge the difficulties
inherent in the policy of a region which has an exceptionally large
cuckoo sitting in its nest.

Problems of coordination and cooperation

Lack of clarity concerning specific competences, and the consequential
dearth of earmarked money, leads to huge wvariations in practice
around the country. The National Report's local authority figures
rely upon an ISPE survey of 1986-88, and Censis' own survey of
cultural spending through a sample of about 45 provinces. These
figures do not seem to be very reliable as the estimates provided for
regions and municipalities are tentative and are admitted to contain
double counting which cannot be disaggregated.

There can however be no doubting that structural and procedural
difficulties inherent in the system and its management make it need-
lessly hard to forge constructive local relationships. This is
particularly acute over the frequent national differences of opinion
with local or regional authorities over museums, since there is no
agreed hierarchy of provision, let alone consensus on the need for
Institutions to be open and available to local people. Joint national/-
regional coordinating bodies which were legally provided for in 1975
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have never been set up. Consequently in many areas musSeum provi-
sion is cast more in the form of professional rivalry (where the
national official can always have the last word) rather than as a
cooperative effort in which all parties seek jointly to make the most of
their limited resources. In areas where the local authority relation-
ship with a particular soprintendenza was good, progress was being
made, but in others this was clearly not the case.

Initiatives by major cities

We were not surprised to learn that an informal association, or 'city
club' of the twelve largest conurbations in Italy, has been created and
is proposing a charter to Parliament to bring about greater autonomy
for themselves. It is inevitable, if irksome to the intermediate ter of
government, that major cities will always attempt to 'do business'
directly with central government ministries and departments. This
may be to do partly with political affiliations, but primarily it is
about money, the taxation which is collected by Rome and not by the
regional government. The views we heard consistently from the cities
with regard to the cultural agenda of the 'big 12' came down to two
issues: the FUS allocation system, and soprintendente of the Cultural
Heritage Department. One director of a major nationally funded
independent cultural institution told us that he felt like a battleship
parked in someone else's harbour, with the Ilocal people unclear
whether he was there to attack or defend.

Inevitably, given a situation where government nationally has failed to
deliver on undertakings, leaving confusion on the ground, differences
of opinion and priority are bound to appear between cities and
regions which may be under different party political control. At least
this would seem to have a more rational and explicable basis for
professional relationships than another we heard: whether the
soprintendente was simpatico or not! We did however repeatedly come
across evidence showing that cities and regions had yet to work out
any shared vision, backed up by joint strategies, for dealing with
cultural provision and development. Even where both were dynamic
and progressive, as in the case of Piedmont and Turin ¢, there was
little agreement on identified gaps in provision or ways of remedying
the situation, still less clarifying some 'hierarchy' of activity to
resolve who does what. In general terms, this last point seems most
successful in the case of public libraries, since the legal position is
clear.

The need for regions and cities to work together

The comuni have always provided the basis of public support for
culture in Italy. Their traditional fields of activity are the running
of cultural institutions (museums art galleries, Ilibraries and
archives), the protection of their own historical and artistic heritage,
and the provision of theatres and opera houses. More recently some
have become active in the direct promotion of exhibitions, concerts,
festivals and community arts activities.

With the enforcement of the Constitution in 1970 to create the fifteen
regions with ‘ordinary' statue, new players came on the scene.
Initjally, regional powers in cultural policy were legally restricted to
the supervision and financing of local libraries and museums. The
regions however ignored these limits and started to become active in
the protection and promotion of culture much more generally within
their territory, particularly in the performing arts.
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A presidential decree of 1977 formally acknowledged this de facto
situation, and at the same time set the government a 1980 deadline for
the approval and adoption of four reform laws which would define and
coordinate action at the different levels in the specific areas of
cultural heritage, music, theatre and film. A number of bills relating
to these reforms were introduced to Parliament - but they never
succeeded in becoming law. Eventually in 1985 the law setting up the
FUS was passed in an attempt to regularise the situation with regard
to the performing arts, but effectively centralising the grant-aid
function. This in turn led to the 1993 referendum and the abolition
of the Ministry of Tourism and the Performing Arts but the function
is still being carried out centrally.

Signs of dynamic progress in cities

What impressed us in the cities {and those regions where effective co-
operation was taking place) was a sense of dynamism more often than
not absent amongst the demoralised civil servants of central
government. This is no doubt partly the result of a clearer sense of
identification with the territory and its people, and responsiveness to
political control resting on democratic affirmation for a single party's
programme. Sharing the local cultural heritage with the people,
responding to their needs, and making use of cultural resources to
regenerate declining urban areas are seen as important goals.
Municipalities which see historic buildings within their communities as
having a continuing function would often like to be able to count on
greater cooperation with the soprintendenza.

Apart from the issue of the opera houses and teatri stabili and their
relationship to their own cities (which evoked the same feelings
everywhere we went) there are wide differences in the ways in which
municipalities deliver cultural services. Museums tend to be managed
directly, with the performing arts being run either through grant aid
policies, or by direct promotion, or a combination of both. The city
of Palermo is deliberately shifting from a policy of ad hoc subsidy
(which had become riddled with clientelismo) to one of programmatic
planning and direct provision. Others are taking matters on to the
next stage and following the route on to engaging independent
organisations to handle promotions, which tends to deliver improved
cost control and value for money for the taxpayer. 1In Bologna we
spent some tHme with AICER, an interesting model of a private
company set up to provide cultural services with five corporate
shareholders, plus the city and the region.

The largest cities, as we found in Rome and Turin, are increasingly
aware of the need to decentralise some of their own cultural provision
in order to relate particularly to disenfranchised or minority com-
munities. Turin has an impressive programme of community arts
activities with detailed strategies for those in the city who do not
relate to its high profile cultural institutions.

In some of the comuni we came across a real recognition of both the
social and economic contexts within which the cultural sector
operates, and also a willingness on the part of the assessorati alla
cultura to share lessons and experience between cities, to disseminate
examples of good practice, and a common feeling on the need to share
and interpret the local heritage to citizens. Certain of the regions
have tried to forge constructive relationships with government agents
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(e.g. soprintendenti) and with municipalities within their territory,
but on the whole we were disappointed to find little formal agreement
or clarity over roles where there is the possibility of duplication or
conflict. Where this dJdanger was acknowledged, the responses
seemed to be symbolic rather than pragmatic.

Joint strategies for extending provision

With the exception of archaeological sites, almost all the cultural

infrastructure is to be found in towns and cities. A large number of

these towns are too small to be able to provide the cultural services

they would wish to. This ought to provide the regions with a basis

for developing cultural strategies for the benefit of all their citizens

through:

¢  helping to secure the infrastructure to ensure that a good
spread of provision is available; and

¢ facilitating access for all sections of society, and working with
cultural organisations in the region to satisfy gaps in provision
(e.g. through the funding of touring).

In Emilia-Romagna we found an enlightened approach towards deliver-
ing a spread of cultural provision and opportunities to the region as
a whole in partnership with the smaller municipalities, and also taking
account of the resources and policies in the larger cities. The even
pattern of reasonably prosperous medium sized towns across Emilia-
Romagna obviously gives the regional administration an advantage in
planning and negotiation, and Bologna itself has not suffered the
degree of de-industrialisation apparent in many other large cities
elsewhere in Italy. These very difficulties however emphasise the
urgent need for some national ground rules to be established, not in
any way to create centralised control but to allow the local partners
to work out their own most appropriate solutions in an orderly
manner. There is no partnership between the bureaucracies of the
administrative tiers (as one finds elsewhere in Europe - e.g. in
France or the Netherlands), and the political realities can be very
different. Furthermore, perfectly logical methods of approach in both
municipalities and regions can, through differing interpretations of
competences, lead to unhelpful and quite needless difficulties over
something as trivial as protocol.

In Sicily there is an unwritten understanding that the region concen-
trates on musical provision while the municipalities look after drama,
but this seems to rest upon traditional practice and immediate need
rather than on actual policy.

The Examiners regret that time did not allow for a structured visit to
conduct research and interviews in representative medium sized
towns. Censis' 1994 research through sampling states that 87% of
those they interviewed had no specialist staff in the cultural field,
but did not subcontract to specialists either. In part this is a
consequence of the lack of critical mass rather than legal competence,
and therefore culture remains a low political priority. The public
Iibraries in some of the smaller comuni appeared to be rather
restricted in their opening times, often then staffed by wvolunteers.
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Levels of commitment by local, provincial and regional authorities

Data in the National Report suggests that spending on culture by
municipalities in the north accounts for 62% of the national total. The
highest levels were recorded for the comuni in Lombardy, Emilia-
Romagna and the Veneto, with Lazio, Tuscany and Sicily making a
respectable showing. A few of the provinces in the south also seem
to make a helpful contribution. The National Report also asserts that
the municipalities contribute only 26%, as against 53% from central
government, towards total public expenditure on culture. Regional
expenditure figures show enormous variations one from another, and
also surprising fluctuations from one year to the next. The only
constant is the much higher spend in the autonomous regions - hardly
surprising given that they carry a much greater responsibility for
their cultural heritage.

Whilst recognising that our interviews were predominantly with
officials and elected members of large cities, we are bound to record
that our impressions and experiences were rather more encouraging
than the picture painted in the National Report. Major commitments
were being made in the provision and development of cultural
services, and the independent cultural institutions clearly identified
with their cities, seeing their relationship on the other hand with
central government (where there was one) as almost purely financial.

In Sicily, Piedmont and Emilia-Romagna a great deai of energy and
ingenuity was going into constructing circuits to make better provi-
sion for more people, with the regions playing an entirely appropriate
role. In both Catania and Palermo we saw cultural policy statements
by the respective assessorati which demonstrated an acceptance of the
need for strategic planning, though in the former case starting from
a very low financial base. A number of regions have adopted the
sensible practice of multi-year planning for cultural provision even if
the fiscal vagaries do not always permit intentions to be carried out
in full.

b) Needs

It was clear to the Examiners that valiant attempts are being made to
develop cultural policy for the benefit of local people. However, it is
also clear from the evidence we heard that this process is rather ad
hoc, and can often depend upon individuals fortuitously getting on
well in their professional relationship. Only in Emilia-Romagna did we
obtain any sense of a region in constructive dialogue with its comuni
so as to dewvelop strategy based on a broad overview of existing
provision and gaps which require filling. Not surprisingly, we came
across examples where civic - or regional - pride seems to have
provided a stronger impetus than any defined cultural need, and until
a more rational and cooperative basis for joint planning is put in
place, this is likely to continue.

Given the budgetary situation of the small comuni, they are unlikely
on present arrangements even ito be able to develop or sustain their
own cultural policies, making the need for clarity of roles and
partnership arrangements all the more wital. This is acknowledged to
go beyond the public and voluntary sectors, since the confusions and
complexities are also hindering the private sector from playing its full
part locally. The regions have an important part to play in making
sense of strateqgic provision for their territories, and central govern-
ment needs to acknowledge this more constructively.
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The larger cities, where there is a legal responsibility to provide and
maintain venues and rehearsal spaces for performing arts companies
funded centrally by the FUS, have an additional stratum of potential
confusion. The important role they (and in some cases the region)
can play in ensuring the health of theatres, orchestras, opera and
dance companies often goes far beyond the legal minimum, and yet
they have the feeing that the FUS officials treat them as performing a
peripheral and almost mechanical function. At the same time, there is
considerable local scepticism about the fairness or relative appro-
priateness of the allocations made from Rome, their ability to ‘'read’
the true local situation and respond to it accordingly.

Heritage and museums difficulties also highlight an urgent need for a
more sensibly structured way of tackling provision and tutela locally
and regionally. The local authorities, bhesides expressing frustration
with poor quality control and management of key local attractions by
the soprintendenze, pointed out that they may often be the most
effective route to private sector help to resoclve some of the long-
standing financial problems. Lack of openness and differing
motivation prevents this progress being made.

Many of the artists working in the major cities and on the regional
touring networks have rather mixed feelings about some of the
activities which are being directly promoted by local authorities.
They point cut that there is a tendency for the public sector to view
anything outside its own bureaucratic structures as 'commercial', and
therefore profitable. This has a bearing on levels of grant aid on
offer, which often do not take proper account of how service are
provided to the community, or reflect the true cost, particularly in
drama and dance, which tend to be less well funded than music.

C¢) Some suggestions

The national problem of confusion over roles and competence in the
field is stll enormous, and is unhelpful at all levels. The ad hoc
solutions which arise inevitably create duplication, some conflict, and
a poor rate of return for public money. The museum and gallery
situation, without any proper attempt to categorise or draw up a
hierarchy of what is, and is not, of uniquely national importance, is
a recipe for ongoing conflict between local and national government.
Some interesting and groundbreaking ideas on creating a more co-
herent, and public service orientated, museum network are being
developed in Venice (perhaps leading to a single local foundation),
and could well provide a model for reform elsewhere. The aim is to
open all civic museums for 362 days every year, and for regular
morning and afternoon hours - a great step forward from the visitor's
peint of view.

Rome has some quite specific difficuldes which the new city adminis-
tration means to tackle. As capital city, of course, it is always liable
to find itself on the receiving end of unshared plans of central
government which cut across its own proposals. Millennium celebra-
tion plans offer a current example where it will be essential to
develop a cooperative partnership through which funds can converge
and strategy be agreed. Division of labour between the city's
government and the Prime Minister's office has yet to be clarified.
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Taxpayers, we believe, will continue to be badly served until there is
much greater transparency and agreement at all levels over 'who does
what'. This process can probably only be effectively initiated by
Parliament or the government, but it implies much more openness on
the part of officials of central government who at present are too
prone to act as 'judge and jury' in their own interest. We would not
suggest a rigid system which acts like a straitjacket to limit initiative,
but rather an enabling framework which spells out clearer lines of
responsibility, creates more openness and encourages joint strategic
planning.

The improwved articulation of the wvarious authorities that should result
would provide better accountability and value for money. It would
also establish better working relationships and the pooling of exper-
tise in the system. With sufficient consideration given to hierarchies
of provision, the setting of standards of operational efficiency, and
forward planning to overcome the habit of crisis management, there
could be an empowerment of individuals who at present, too often,
seem to be constrained and in consequence disorientated.
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Greater autonomy for cultural institutions: the key to responsibility
and improved performance

a) Observations

During our programme of visits, we became increasingly convinced
that the greatest obstacle to the modernisation of systems operating in
the cultural field in Italy is structural. The structures tend to
perpetuate problems. We received a strong message that "when
things in Italy do not work, it is usually for structural reasons".
Spending as much time as we did looking at the cultural heritage, its
policies and problems, we asked ourselves again and again, "How is it
possible for such a distinguished and academically renowned corps of
soprintendenti to have their vision and commitment undermined to the
extent that most feel directionless, debilitated and demotivated?" We
could only guess at the feelings of the younger entrants to the
Ministry's staff, but it is clear that reform is high on their agenda.
Personal financial reward is certainly not what people enter the
service for, which makes it all the more regrettable that morale has
been so dented.

In the contemporary visual and performing arts, the arguments about
autonomy have gone further. The Senate Committee has advocated
that opera houses, theatres, ETI, the Venice Biennale, Milan Tri-
ennale, and Rome Quadriennale should enjoy operational, financial and
administrative autonomy. In addition r Proposals have been made
suggesting that museums, libraries, archives, the central institutes,
cultural institutes abroad and archaeological sites might benefit from
similar moves. Major cultural institutions (or groupings of them)
might be legally restructured as independent legal entities - along the
interesting lines of the civic museums in Venice. Care would,
however, need to be taken of groupings to ensure that the twin
objectives of develop-ment and greater self-generated earnings, and
conservation or maintaining traditions, did not get out of balance.
Theatre and opera companies which have already moved in this direc-
tion are beginning to discover benefits, although the question of the
relationship between their two main public sector sponsors (national
government supporting the company, local or regional government
providing the building) is one which will continue to exercise them.
In the case of opera houses, Agis is currently considering proposals
for a new institutional framework for ownership and management.

From all the evidence, both statistical and anecdotal, the Examiners
were convinced that the current overcentralised structures must be
rapidly reformed, enabling more independent units of management to
come into being. There is still an essential national role in the
setting of standards, and monitoring and evaluating performance
against them, but current practice in attempted remote control on a
massive scale serves neither the interests of the heritage itself, nor
the Italian taxpayer.

b) Needs

Our view will be clear that the present number of museums, sites and
monuments run directly by central government is unsustainable. The
attitudes which we encountered in our interviews were somewhat
mixed. Feelings of utter frustration at the way the system seems
unable to deliver what is required from the centre were tempered by
genuine concern that a promotionally-orientated local agenda might
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undervalue the needs of conservation and protection. This is hardly
surprising, given that the soprintendenti of twenty years’ standing,
and their predecessors, were appointed as professional and scientific
experts and not as the managers of unwieldy public sector
bureaucracies which they have been obliged to become (without the
management training that the move would imply).

We found a common feeling that Rome was rarely able to deliver the
necessary resources to deal adequately with crises which arose with
increasing frequency, and lacked the flexibility to respond on press-
ing timescales. At the local authority end we also heard sustained
criticism of the rigid and seemingly inappropriate structure of the
soprintendenze, rendering them rather unresponsive and obliged to
refer far too many decisions of a routine nature to headquarters in
Rome. Within museums specifically, only the roles of the director and
conservator seemed to be defined and understood. The opportunity
o establish a coherent and workable structure in 1975 had not been
taken. Restoration skills are now widely taught in universities,
mostly on a theoretical basis, while the traditional practical skills
handed down through families locally are dying out and being lost to
communities. To some extent this tradition is maintained through the
Central Institure for Restoration and its annexed 'National Schools'.

Inadequate system for appointments

The Italian system of appointment to senior posts in the care and
management of the heritage follows the Mediterranean pattern of
requiring a massive examination hurdle to be overcome as the pass-
port to the professionn, but then offers little if any relevant post-
entry training. Hence, museums continue to be viewed by many of
those within the service as academic rather than public resources. A
number of our informants felt strongly that museums must be given
more autonomy in return for greater transparency of operation and
respect for set policy.

Hierarchies of provision in the heritage

Others emphasised that whilst reforms were needed, guidelines would
have to be homogeneous for the whole country, although allowing
sufficient flexibility for each area to manage its resources in the most
appropriate way. This harks back to the earlier point about the need
for some hierarchy to define which are the genuinely ‘national
museums (whether on scale of importance, such as the Uffizi in
Florence, or on unique ccollections such as the Egyptian Museum in
Turin) and sites, and to clarify the relationship with the local
authorities concerned so that the pattern of heritage provisicon in any
given area adds up to more than the sum of the parts. So far as we
could gather, no career structure for museum directors seems to exist
in Italy - a situation aggravated by the incompatibility of civil service
and local government administrations. Individuals running 'national'
museums currently might therefore simply be biding their time in the
hcepe that they would be promoted to soprintendenti, while the latter
dream of becoming university professors with tenure to provide a
much higher rate of remuneration and perhaps a less stressful way of
life.
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Increased autonomy and responsibility for museums or insttutions
would provide the basis for a recognised professional class, operating
within a social and economic context which respected the needs of
conservation, but also the obligation to share and communicate with
the public. There is a significant difficulty in the short term in the
paucity of trained staff able to carry out the non-curatorial aspects
of running an autonomous institution, with much of the work carried
out by poorly paid and inexperienced individuals. Currently, with all
admission income from sites and museums returning to the Treasury ,
there is no relationship between state funding and actual
performance.

The performing arts

Amongst the performing arts institutions, there is already a wider
acceptance of the benefits which come from autonomy - not least
because the less secure working environment has forced many of them
to behave entrepreneurially. Furthermore, since there is usually a
constructive relationship with local authorities over the actual theatre
or other buildings occupied, there is a more relaxed appreciation of
the additional features which such a relationship may bring in relation
to the community, local politicians and the private sector. The opera
companies, many of which are generously funded through central
government, seem to share two significant worries. Firstly, that a
straightforward devolution of their revenue grant for decision
regionally and/or locally would put them into a more parochial political
context. What guarantees could be obtained that the value of their
financial support would be maintained in successive years in the face
of other local political priorities? Secondly, given the feelings about
inequitable current distribution of grant aid through the FUS,
devolution could simply mean institutionalising an unfair situation and
remove all means of having it improved or corrected.

¢} Some suggestions

The Examiners concluded that overcentralisation of cultural policy has
given rise to political and functional difficulties. A degree of
decentralisation - to regions and cities, and to cultural institutions -
would clarify the current confused system s Produce improved
management and value for money, and enforce the definition of a
proper role for central government. This should certainly apply to
the majority of museums currently classified through the Department
of Cultural Heritage as 'mational’' and to area units of the Ministry in
order to promote responsibility, sharpen practice and raise morale by
allowing professionals to set and reach targets for their areas which
are actually achievable, and visible to the local taxpayer.

A system of classification

Whilst not downgrading the constitutional obligation to protect the
heritage, there has to be some wvalue system that classifies monuments
and buildings to reduce the workload to manageable proportons on
which available resources can make an impact. The vast estate of the
Ministry of Cultural Heritage cannot be effectively managed or fully
exploited as the Department is currently operating. If decentralisa—
tHon of responsibility were accompanied by the establishment of local
co-ordinating committees on a regional basis, then there will be an
obligation on the regions and major municipalities to come up with
agreed strategies so that they can talk to central government (what-
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ever their political complexions) with a unified wvoice. This in turn
will produce much more coherence in provision at local and regionat
level, and is also much more likely to engage the attention and
assistance of the private sector within the area. The cultural
identity of regions will be rebuilt from the bottom up, bringing likely
tourist revenues in its wake.

Changing attitudes from negative to positive

We heard a number of reported comments to the effect that it made
little difference to a library's or gallery's funding if it were never
used, or that the surest way of protecting a museum's collection was
to exclude the public altogether. These attitudes are defeatist and
insupportable, especially given that public money is involved. The
local authority preference - which is noted in the National Report - to
open up museums to the public and see what appropriate ways can be
found of increasing income is much more in line with the financial
realities of the time. We identified a low level of understanding
within the Ministry concerning managerial and financial reforms which
have a vital relevance to improving performance. Independent manage—
ment or, at the very least, cost centring, controlling expenditure and
evaluating results seem necessary in order to restore a sense of
responsibility and to create incentives for improved performance.
There are already examples of better practice following initiatives
such as the greater freedom given to the Uffizi in recent years, and
the developing partnerships in Venice which put the public first.

Territorial planning focus

The major performing arts institutions already face in two directions -
national and local. One source provides a high proportion of the
subsidy, the other the audience. Structurally there is insufficient
dialogue and understanding between the national grant aid method-
ology and the local authorities which are obliged to provide other
support. There is considerable scepticism about the allocation system
and the actual role of the advisory committees. (The composition of
these committees has recently been completely changed by
Parliament.) A clearer, more local focus for planning and develop-
ment is likely to give better results and encouragement to more
touring and educational work as has already happened in some of the
more enlightened regions.
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Professional Personnel: management and training

a) Observations

European countries within the past ten years have been obliged to
face up to the challenge of maintaining and developing cultural policy
against a background of increasing pressure on public expenditure.
The general trend shows that local and private sector expenditure
have increased their share of the total while the central government
proportion has declined. Cultural institutions have had to earn a
larger percentage of their total income from trading activities.
Although a greater reliance on the need to earn in order to balance
budgets can bring with it constraints on artistic risk-taking, many
organisations have, despite initial fears, found the challenge
invigorating and empowering. The Teatro Regio in Turin offered one
such example in Italy, and it is to be hoped that its success in
reversing a declining situation through dynamic management will give
encouragement elsewhere. Museums and galleries which are being
allowed an increased degree of control over their own destinies are
developing a new confidence.

Part of the solution to the current crisis within the cultural sector
lies, as the Examiners have made clear already, in greater autonomy
within cultural institutions. But autonomy can only deliver the
required improvements if it is accompanied by competent management.
Centralised bureaucratic tendencies will resist the granting of greater
autonomy until sufficient trained staff exist on the ground. The
problem is actually self-referential. Smaller units and cost-centring
of themselves generate a much sharper need to manage by objectives,
to be clear about the short-term and the longer-term, and to
exchange theory for practice.

Perpetual 'crisis' management

It was clear to the Examiners from their very first interviews that the
centralised system in Italy is actually responsible for creating many of
the ubiquitous ‘crises'. To many of those trapped within the system,
the obvious solutions to their problems seem to be either legal or
financial - or both. Our feelings are that this reaction is often a
surrogate for poor management, which manifests itself in slack cost
control, a defeatist attitude to self-help, poor morale, and a degree
of unwillingness to accept responsibility. Considerable real terms
increases in resources have been made to the Department of Cultural
Heritage over the years, but it appears that much of the public
benefit which should have ensued has been lost through lax personnel
control and management and without any public perception of service
improvements. The Examiners conclude that this major issue will have
to be taken on before the government or tazxpayers are likely to be
supportive of greater resources being allocated.

Within the policy areas which absorbed most of our attention, we came
across a range of common problems. The differences in impact
between the performing arts and the heritage are largely a question
of scale -~ which further reinforces the point about autonomy. The
fact is that within Italy there are excellent examples of organisations
which have found a way out of the quagmire from which some seem to
believe there is no navigable exit route.
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We have referred already to the misunderstanding over applying
business skills to cultural management. What is currently missing is
an understanding of the need to acquire some of those techniques in
order to improve results and performance - but not from a profit
motive. Project skills may be applied to short term programmes
whereas the longer-term task of running a successful museum calls
for a quite different approach.

Personnel issues

Underdeveloped personnel management techniques remain a serious
disadvantage within the Department of Cultural Heritage as a way of
dealing with the very real problems they face. On the one hand we
encountered a fairly common strain of anecdotal gallows humour
employed as a survival mechanism, and on the other, considerable
evidence of mismatch between local needs, approved establishment and
the actual number of staff in post. In certain regions in the north -
where the cost of living is higher and the prospect therefore
unattractive - vacancy rates were extremely high. In the south,
some agreed staffing establishments were being allowed to be
massively oversubscribed by factors as high as +130% to +140%.

North Centre South

Full Hme
employees: 4,438 10,070 10,062 TOTAL 24,570

Out of this total, Lazio accounts for 6,557 and Campania 4,544 against
Liguria's 425, Umbria's 530 and Veneto's 921. Although the personnel
of the Department has grown by 300% since it was first set up,
desperate measures had to be adopted in summer 1992 when museum
custodians were bused from the south to Florence and other key
tourist attractions in the centre and north in order to allow for
museums to be open to the public, and for reasonable hours.

In the autonomous Region of Sicily we were told that there were at
least 15,000 jobs in the cultural field and at considerably more
attractive rates of pay than on the Italian peninsula. The thirteen
designated regional museums on the island all had to supply, under a
specific law, an equal number of custodians, irrespective of the size
or importance of the museum. Museum library regulations led to
similarly arcane irreqularities. Pirandello's house in Agrigento
employs no less than 26 assistant librarians (out of 110 personnel to
manage one house!); in Palermo the Palazzo Abatellis has ten - to
care for 300 books - while the main archaeological collecton of over
40,000 volumes also employs the same number. This extraordinary
situation is legally sanctioned, and suggestions that it needs to be
rationalised immediately run into political networks and knee-jerk
trade union opposition. Responsibility for personnel is located not
with the regional soprintendenza but is treated as a political/
employment issue elsewhere. The Heritage Department therefore has
no real control over appointments, and our inquiries revealed that it
has only 0.4% qualified administration staff on its payroll. Legal
changes would be required to alter a management situation which is
clearly indefensible.
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Multiple roles of the soprintendenti

So far as the soprintendenze are concerned, their directors are
suffering from the cumulative effects of the missed opportunity in
1974 when the Ministry was created. The fact that the individuals
selected were not appointed for their managerial abilities could be
perfectly justifiable, had this aspect been covered in a pragmatic way
within each unit. If there was an expectation that this expertise
could be delivered nationally from a central point in Rome, then the
track record shows that this was a grave miscalculation. As it is,
the individual soprintendenti have remarkably little independence of
action, are legally hemmed in, and are constantly obliged to refer
decisions to 'head office' in Rome. Their hands are tied by (a) the
law - fiscal and criminal, and (b) the centralised bureaucracy. As if
the constraints of this model were not enough, there is a central
assumption about their combining a package of very varied skills:

+ territorial inspecteor (as prefect of tutela);
technical/scientific supremo;

archaeologist or art historian;

managing director (with up to 6,500 staff);

entrepreneur and public relations expert.

* S+ + &

There appears to be virtually no in-service training for any of the
more managerial or entrepreneurial skills, which in themselves call for
an independence of action that is undermined by the other roles
which are clearly more highly valued by the centre.

Team-building is a serendipitous business when key appointments are
heavily influenced by extraneous factors. We saw similar conse-
quences in music conservatories, where Education Ministry habits are
just as counterproductive as those of the Ministry of Cultural
Heritage. It is little surprise to find in this situation that individuals
are reluctant to accept responsibility or exercise to the full the
powers they do possess. The soprintendenti work in professional
isolation, sometimes at odds with the local authorities on whose
territory they operate, and yet are obliged to demonstrate to the
public at large that their undervalued role is important to society and
the economy. The Region of Sicily at the outset probably made the
correct organisational choice in opting for a different model - an
overall managing director with a team of senior experts heading up
their respective specialisms. Ironically, the model was abandoned
after it was concluded that lack of training within the system meant it
was impossible to recruit anyone who remotely matched up to the
desired person specification.

Matching skills with tasks

Despite the growth in the size of the Cultural Heritage Department
over twenty years, the opportunity has not been taken to match
professional needs with existing abilities or specific training. Three
examples the Examiners came across illustrate this.
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l. The Central Institute for Restoration, through its links with
corporate sector sponsors, local government and private indi-
viduals (as well as a 'normal' budget supplemented through
several 'special' laws) has to handle rather complex joint
financial arrangements. Yet it has neither the relevant
financial expertise in-house, nor is it allowed to deal direct
with the Treasury, having rather to route all enquiries via its
'parent' Ministry in Rome.

2. The special unit created following the Campania and Basilicata
earthquakes wished to pursue economic impact studies to
strengthen its work and, for a while, secured the help of only
two economists in the entire department. Whilst the idea was
though to be wvaluable,no one else has been able to simulate this
example on ore than an ad hoc, part-time basis. One outcome
was the decision to improve the quality of museum management,
for which a professional archaeologist on the existing staff was
sent for a year to study French methods.

3. Short courses on museum management have been offered through
consultants using international expertise. The large amount of
support and interest shown (over 60 inquiries) has not been
followed through by museums, where directors either could not
afford to leave their base even for three days, or else were
unable to identify any other staff member whom it would be
appropriate to send.

Specialised training for management within the cultural sector is also
a problem for local authorities. The training on offer for an art
gallery curator, we were informed in one major city, may be precisely
the same as that available to the local cemetery manager. Universities
on the whole seem to regard museums as teaching aids, with
insufficient regard for modern developments in museoclogy or any need
to manage collections or open them up for wider public enjoyment and
instruction. As a result some important scientific collections are
reputed to have fallen into a particularly poor condition.

Yet attempts by recent governments to instigate a greater open-
mindedness towards self-help in museums have met with some
opposition. To some extent we think this may be due to a
misperception by individuals who feel they are being asked to betray
the motives for which they embarked on a not very well remunerated
career. Properly organised and appropriate training could in fact be
of considerable benefit. With more devolved responsibility in the
sector, we are confident that many sites and museums could begin to
emulate the good examples of some of the performing arts institutions
which have responded to financial and artistic crisis positively by:

contrelling costs;

promoting levels of personal responsibility;
resolving long standing personnel problems;
marketing successfully to new audiences.

o eeee

) Needs

Within the heritage sector we see an urgent need to instil
confidence that greater responsibility is both possible and highly
desirable. It is very important that the message is sensitively
communicated that the general European trend towards greater self-
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reliance and responsiveness to taxpayers is inevitable and
empowering. Obstructive attitudes to progressive steps (such as
sales outlets and proportions of ticket income to be returned as an
incentive bonus to individual museums) must be tackled at source.
The public sector's problem in handling its labour force must be dealt
with - and creating some positive motivation would provide a useful
starting point. At the top end, this must involve allowing
soprintendenti more freedom of action, and at the lower levels,
beginning to rationalise abuses of the system which have been too
long condoned.

As well as having to become more efficient, the bureaucracy has some
serious lessons to learn about responsiveness to the public and
releasing the energies and talents of its own professionals. No one
expects this to be painless, but it has to start rapidly before still
further damage is done.

Senior figures in the Heritage service are understandably apprehen-
sive about the potential break-up of a system which, for all its
failings, has important core values have achieved much in the
preservation and restoration of the heritage. The case for a degree
of territorial autonomy seems to be widely accepted, with the proviso
that guidelines for reform should be applied homogeneously across the
whole of Italy, but with each area to be managed in the most appro-
priate way (i.e. respecting genuine regional differences). This might
allow for greatly improved management in the following respects:

¢ territory - as an area with its own specificities;
¢+ sites and museums - respecting individual identities.

Management of restoration

At a more technical level, we took on board difficulties for the sector
created by general rules on procurement or running contracts which,
whilst no doubt existing for walid accountability reasons, are in-
appropriate and wunhelpful to restoration projects. Italy has an
unfortunate reputation for failure to manage restoration schedules
effectively, with unjustifiably prolonged closures of major sites and
buildings although the finished results often set standards of
excellence. The Civic Gallery of Modern Art in Turin (recently
splendidly re-opened), the Teatro Massimo in Palermo (still closed
after more than 20 years) and the Villa Borghese in Rome are just
three high profile examples. That the latter has now been closed for
more than three times the period of time it took the French to
conceive, convert, furnish and open the Musée d'Orsay in Paris is
not something of which Italians can feel proud. Many of these
situations are the direct product of poor management practice. Even
the potentially valuable giacimenti culturali programme fell at the first
hurdle as a result of poor definition and specification.

c) Some suggestons

The Ministry of Cultural Heritage has two huge assets: the un-
paralleled patrimony of Italy and a unique corps of dedicated and
expert staff. The latter is treated rather badly, although perhaps
not intentionally so. The two are mutually inter-dependent and it is
urgent for steps to be taken to bring the situation into some form of
balanced equilibrium to match aspirations with awvailable resources.
Improved management and motivation of personnel, backed up by
appropriate and practical training, is the key to progress.
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A few action points are suggested.

1.

Set objectives. Management by objectives is effective. At
present the lack of clear direction in the heritage sector leads to
a feeling that levels of achievement are low. This misrepresents
the many considerable achievements which are made against the
odds. Above all, there is a need to set realistic targets so that
a sense of confidence can build.

Define missions. It may be unsettling to pose searching ques-
tions as to why this particular museum exists, what the real
purpose of purchasing yet another palazzo is, or whether there
is any chance that it will be brought into constructive re-use in
under 50 years. Nevertheless, this clarity of analysis can be
helpful in defining what is necessary and manageable, and what
is merely wishful and self-indulgent.

Institute training. People are being expected to carry out a
range of functions which is not what their own training or
recruitment led them to expect. there is an urgent requirement
to provide practical training courses in management which
improve performance and wvalue for money and remove unneces-
sary apprehension from the system.

Encourage incentives. Smaller units of management will rapidly
raise morale and allow for a greater sense of achievement in
spite of initial qualms. Part of this process is allowing
employees to see their own particular enterprise benefit as a
result of their improved performance.

Tackle labour problems. These will not go away or resolve
themselves. There are examples in other sectors in Italy where
entrenched views have been converted, with energies channelled
more productively.

Work on rule changes. Much of the frustration and technical
burden on the sector derives from inappropriate constraints. In
restoration, for example, there should be specialist lists for
tendering firms. Procedure should be simpiified. At present
the rules operating on procurement are the same as for dams or
major roads.

Limit new projects. Resist the temptation to embark on projects
of a major scale when there is no Ilikelihood of their being
completed or resourced within the foreseeable future.

Harness business expertise. Local authorities (such as Turin)
have established regular cycles of meetings with the private
sector to coordinate programmes of restoration and activity.
There is great potental here in following the example of Great
Britain's 'Business in the Arts' scheme and beginning to tap into
business and management skills to the advantage of the cultural
sector.

In the Examiners' view there is an urgent need for the main govern-
ment departments concerned, and their agents, to concentrate on
bringing managerial methods up-to-date and, in particular, putting an
emphasis on four aspects:
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a flexible and creative approach to securing and using
resources;

efficiency of operation;
better use and motivation of personnel;

effectiveness in delivering policy.

Reform will only succeed if the taxpayers' support can be gained, and
they are coopted into the system of control on expenditure which will
enable them to see benefits from the changes. The alternative to
ignoring the management challenge is that the bureaucracy will find
itself increasingly attacked and marginalised in major public concerns.
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Expansion of cooperation between the public, private and voluntary
sectors

a) Observations

The scale of private financial investment in the cultural sector in
Italy is rather impressive by European standards. The 1980s seem to
have been a period of growth in this regard although we have not
come across any specific or authoritative surveys. Although there
are no precise data on the private financing of the cultural sector in
Italy, the Council of Europe estimated the figure for 1986 at 530
million Ecus, the equivalent of about Lire 660 billion, the highest for
any country in Europe. More realistic assessments for the same year
put the figure at about Lire 200 billion. Other estimates are even
lower: they calculate the figure at Lire 130 billion in 1985. Two
features are noteworthy. Firstly, the donations concerned appear to
come almost exclusively from major corporations (large banks,
insurance companies, foundations established by industry and the
like). Secondly, the help given to the cultural sector is heavily con-
centrated upon restoration of historic buildings, the occasional well
known object (e.g. a sculpture), or fine art exhibition.

The National Report spells out three broad areas of benefit to the
corporate sector which would arise from cultural sponsorship:

1. spin-off from charitable donations (public benefit);

2. advertising and promotion of the company's name;

3. particular tax advantages.

There are three distinct categories of potential 'private' financial
assistance:

a) corporate sponsorship (with companies expecting some tangible
'return');

b) foundations set up by commercial companies (e.g. banks which
are legally obliged to covenant a proportion of annual profits to
charitable and other defined causes);

c) Non-profit organisations (voluntary associations legaliy
established to achieve particular objectives, often in the cultural
field).

Mixed success

A targeted law of 1982, which in its early years set no restrictive
upper financial limits, offered certain tax benefits to companies which
pay for, or make significant contributions to, restoration programmes,
exhibitions or research (usually in connection with restoration).
However, as it was clear from the fact that the range of sponsors had
not grown significantly (that is to say the continuing impressive sums
of money were coming from the same rather small group of major
companies), further legislation was passed in 1989. This attempted to
streamline the way in which the tax benefits may be claimed.
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There is a particular worry following the introduction of the Amato
Law, to which reference was made earlier. The privatisation of
former 'public'’ banks could result in the reduction by 50% of the
largest single source of revenue to the cultural sector. These
banks, which were formeriy obliged by law to covenant profits into
charitable foundations, still await revised criteria which have been
under consideration by government for some considerable time. The
Dini circular of November 1994 requires each foundation to select its
particular area of interest, which could further reduce funding for
culture.

The limited number of studies available on cultural sponsorship in
Italy stress the extent to which companies prefer to manage their
programmes directly. The sole exception is the banks, many of which
for statutory reasons are required to disburse a set proportion of
their annual profits to charitable causes, including cultural institu-
tions. In the industrial north there appears to be a very low
interest in establishing associations for cultural sponsorship such as
ABSA in Great Britain and ADMICAL in France. It is clear that, as
elsewhere in Europe, the motive of commercial sponsors is primarily
corporate image enhancement. Nevertheless, there is a lack of
evidence of empirical evaluation of results of sponsorship by private
companies. We were informed that the complexities of allowable tax
deductibility results in some sponsoring companies choosing to support
cultural organisations out of their advertising or promotional budgets.

It may be that the connection between civic pride and long
established enterprise in the north (Piedmont, Lombardy, Liguria and
Emilia-Romagna, for instance) has proved a natural advantage, where-
as the stronger influence in the south of traditions of temporal and
ecclesiastical autocracy is still a 'cultural' problem, quite apart from
the actual question of money and incentives. It is surprising, for
example, to discover that a coordinated local authority backed pro-
gramme of Arab-Norman cultural itineraries, which could have taken
pressure off the limited number of damagingly over-exploited sites in
the south, attracted no private sector interest.

Obstacles to growth in sponsorship

According to what the Examiners saw and heard, it would still seem
that fiscal measures have not encouraged any significant growth in
sponsorship amongst medium sized or smaller companies, even in the
north although a law of 1987 did have some specific effects. Nor
have the performing arts started to register as beneficiaries from
sponsorship to the same extent recorded in comparable European
countries. We have, however, seen a 1992 total suggesting that this
could account for up to one-third of the national total. In relation to
restoration projects, one of the obstacles appears to be the long
drawn out bureaucratic procedures in both the conservation and
financial processes, which act as a discouragement to potential
benefactors. Approvals have to be given by the Ministry of Cultural
Heritage, inspections and authorisations have to be made by the local
soprintendenza, the Ministry of Finance has to be satisfied as to the
details and so on. The largest tax benefits to the company are
gained by the method that involves the most bureaucracy and the
most convoluted timescales - the very antithesis of how the private
sector functons.
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Cultural promotion organisations (such as AICER in Emilia~-Romagna)
and foundations such as Napoli 99 try wherever possible to get
sponsors to pay bills direct, thereby slightly easing the burden upon
them of having to deal with government bureaucracy, and also often
legally avoiding any need to pay VAT twice on what is basically the
same transaction.

The private sector and its locality

An additional difficulty is that major sponsors naturally wish to be
associated with extremely high profile projects This provides Rome
and a handful of the largest cities with a huge advantage over the
rest of Italy. Many of those buildings and monuments most at risk
are the less well known ones, where smaller, local companies might
cumulatively make a significant impact if the processes were made
easier for them. Facilitating an expansion in sponsorship amongst
small and medium-sized enterprises (SMEs) is a current objective of
both the European Union and the Council of Europe. The initiatives
which we heard about in Turin to bring the private sector together
with the relevant public authorities on a fairly reqular basis is a
sensible way of attempting to inject some logic and method into the
process.

The planning timescales of the private and public sectors can be very
different, and it is important that joint strategies can be flexible
enough to satisfy all parties. There is also, of course, the further
concern of the private sector that cultural institutions in their city or
area are in good shape and open to the public simply from the
business entertaining point of view, quite apart from any more
general concern for local pride and the quality of life of their work-
force. Regional officials we met in Emilia-Romagna preferred to see
corporate sponsorship as a constructive investment in the future of
the area rather than as an opportunistic ‘deal'. We noted that the
track record and medium-term commitment of the San Paclo Foundation
{Compagnia di San Paclo) in Turin has been a crucial factor in the
retention of RAI's symphony orchestra in Turin.

'Not for profit' foundations

The Examiners were also impressed with the efforts of local voluntary
sector (not for profit) foundations such as Napoli 99, and Salvare
Palermo which was modelled on it. With a dual focus on restoring
civic pride through restoration programmes and public education,
such organisations follow northern European paradigms of more trans-
parent dealings and Lkeeping their financial entanglement with the
public sector bureaucracy to the minimum possible.

The efforts of such organisations to support local elected members
and the relevant professionals in the area to promote heritage issues
higher up the political agenda should not be underestimated. Napoli

29 for its renowned two-day ‘Porte Aperte' weekend has secured major

sponsorship in kind from Alitalia - which helps, via short-break
tourism, the wider economy of the city. It also maintains itz own
reputation through being selective about commercial sponsors it will
work with.
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4.6.6 Regulations still too complex

4.6.7

There is evidence of a Ilot of energy being channelled into the
cultural heritage from the private and voluntary sectors, but the
indications are that the regulations and processes encouraging it are
still too complex. The potential at the more local level is enormous,
and ways must be found to tap into it more effectively. It was
suggested to us by the Association of Cultural Sponsorship in Rome
that a review was required. If the system were streamlined, it might
be possible to operate it in two strands - one where the sponsor
stipulated a specific monument, attracting a lower rate of tax relief ’
and another where the Cultural Heritage officials from priority lists
could suggest necessary works to companies in the appropriate loca-
tion, which would attract a higher rate of tax relief. Whilst this
would obviously not affect major sponsors (such as the Banco di
Roma, which plans to spend Lire 40 billion on restoring the

Colosseum}, it might encourage new entrants on a more localised
basis.

We were assured that over the past five years or so there have been
some small to medium sized enterprises entering the field and that, in
any case, first generation business is likely to direct is efforts
exclusively to its own success - i.e. making money, not giving it
away, whatever the incentives - hence the concentration of donors
amongst the largest and oldest established corporations. Once again,
we observed from the evidence that there is a concentration of effort
in the centre and the north of the country. Sponsorship in Sicily
seems hardly to be a relevant factor at all, and it was surprising to
us to note that a superb, and potentially international, exhibition
such as Federico e la Sicilia (with a handsome catalogue) in Palermo
had no sponsor. The National Report states that sponsorship in Italy
hardly exists "according to strong models elsewhere in Europe". With
the conditions in Italy, and the very impressive track record at the
top end of the market, we think this should be rapidly addressed.

Corporation tax for business in Italy at 522 is high, which suggests
that tax incentives could be a useful and effective way of supplement-
ing assistance to the cultural sector. The tax reliefs available since
1968 for specific cultural or scientific foundations have clearly been
used to advantage both ways, and we heard of some rather strong
and constructive working relationships with the public authorities
locally. The Banco di San Paolc and the Agnelli Foundation (which is
restricted to research activities) in Turin, for example, have been
very active in order to ensure that their city is perceived as "more
than just another Detroit".

b) Needs

Italy is rightly noted for the large scale corporate donations which
benefit the cultural field. In discussion with cultural organisations
however, we found considerably mixed reactions - ranging from
outright suspicion to confusion between patronage and sponsorship.
It is clear that government will continue to follow the general
European trend and increasingly look to private/public sector
partnership to achieve what can no longer be done by the public
sector on its own. The Examiners believe there is great potential for
mutual benefit, but that government should take a lead in explaining
possibilities more widely.
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Part of the confusion arises from misunderstandings about the three
quite different categories of potential 'private' financial assistance.
The motivation behind action taken within these three categories may
be very different. With regard to corporate sponsorship and founda-
tions, many artistic organisations appear to confuse the sponsorship
role of the first with the patronage habits of the second, often
setting up false expectations for themselves in the process. Entering
into sponsorship deals is a serious business not to be undertaken
lightly. It is certainly not a mechanical way of supplementing
income. Artistic organisations often apply to commercial companies in
an almost 'grant aid' mode - which is bound to fail, and reveals a low
level understanding of the company's need to derive, and to be able
to demonsirate, corporate benefits. In Great Britain this common
failing was addressed nationally through ABSA (the national arts
sponsorship association) commissioning, publishing and widely dis-
seminating a handbook incorporating the perspective from both sides.
This created a much improved understanding in both directions, with
the desirable by-product of generating better applications which might
well have an improved chance of success.

INustrative examples

The Examiners were presented with the results of three interesting
sponsorship studies commissioned by IRES in Turin and by the region
of Lombardy from Fitzcarraldo. The findings, which rely on Surveys
of private companies in Lombardy (1993) and Piedmont (1992}, are
probably applicable to Italy as a whole, and certainly carry important
messages for the government. The results for Piedmont, in line with
the national trend, are particularly striking:

+ Cultural sponsorship is concentrated upon a very limited number
of projects, involving large sums of money. (Nine sponsorships
out of the sample accounted for 46% of the 1991 total, with 16, of
which each was worth over Lire 500m, representing 61.42 of total
expenditure. These actually involved 12 distinct organisations,
all but one in the field of restoration or music.)

2 Banking and finance is responsible for 86.5% of the outlays (32%
of the sample). After excluding the financial sector, mechanical
engineering and textiles, only 3% of the total cash sum remains.
The Instituto Bancario San Paolo and the Cassa di Risparmio di
Torino are by far the largest donors, accounting for 67.6%.

Four clear features emerge from this survey:

1. Financial institutions, responding to a legal obligation, are the
clear leaders.

2. Sectors of industry which one might expect to be represented
are absent (e.g. service firms, high-tech and consumer
electronics companies, public utilities).

3. Small/medium-sized enterprises (SMEs) make an insignificant
impact both in their numbers and their allocations.

4. Heritage takes over 65% of the total cash with classical music/
opera on 14%. Promotion of the contemporary arts receives a
very low priority.
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The survey findings reveal that sponsors, whilst accepting the need
to work with the public authorities, find their decision-making
procedures tortuous and joint planning difficult. On the other hang,
many of the most successful projects had been 'brokered' by cities or
provinces - just as we also found in Rome. The most important
features for the sponsor were the quality of the project (or outcome)
and the cost/benefit ratio from a commercial point of view.

Creating partnerships

The Examiners came across good examples of local authorities which
had used their influence to help create partnerships where the
sponsor might have a continuing role, profiling their 'corporate
citizenship' within the locality (e.g. low interest concessionary bank
loans to finance restoration in return for the concession on catering
and sales over the repayment period).

Non-profit trusts, particularly those involved in the business of
conservation, have an increasingly important and rather specific role
to play. By virtue of having clearly defined objectives and, in most
cases, delineated geographical areas of benefit, they are in a
powerful position to target their energies upon high profile
programmes, and to demonstrate progress very openly to the public.
Their success depends very largely upon their ability to harness the
support and commitment of both the public authorities and the private
sector. This is not always an easy or comfortable relationship, since
one of the roles is to act as a gadfly on the body politic, with
independent access to the media often a threat to local authority
amour—-propre. We would expect this to be a vital growth area in
fostering constructive cooperation between the corporate and public
sectors, whilst at the same time having a valid pressure group role
both in criticising and in disseminating good practice.

c) Some suggestions

Steady growth in corporate sector involvement in carrying out
cultural policy seems desirable and inevitable. With the intense
pressures on public spending, governments will look to the private
sector increasingly to act as 'corporate citizen' to provide an element
of both cash and much needed expertise. While the particular
historic situation in Italy in respect of financial institutions has led to
an extremely impressive track record, there are certain initiatives
which the government will need to take in order to help bring about
the progress it wishes to encourage across the private sector as a
whole. We set out below an agenda for each of the interested parties
in this collaborative development.

1. Government

1.1 Existing statue law, in spite of revisions, is insufficiently
attractive an instrument to encourage wider participation by the
corporate sector. Particular measures may need to be put in
place to draw in the SMEs in which Italy is so rich.

1.2 The current regulations concerning sponsorship of restoration
projects are too complex and bureaucratic. If they can be
simplified and presented in more user-friendly form, they are
likely to be more effective in fostering an expansion.
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The bulk of sponsorship is targeted on the historical heritage,
with music/opera as the only significant area of benefit amongst
the performing and contemporary arts. Some national initiative
is called for to encourage greater involvement of potential
sponsors in these neglected areas.

Corporate Sector

There appears to be a need for a higher profile national
organisation to pressurise central government into simplifying
regulations, and offering incentives to SMEs and companies in
the less prosperous regions. A generally available handbook
could be of enormous value.

Initiatives could be taken, following the existing examples of
good practice, to institute regular private sector liaison with
local and other authorities concerning opportunities for sponsor-
ship.

Lively cultural organisations are a vital element in quality of life
in towns and cities, which is a matter of concern to the private
sector as employers and community leaders. Management expert-
ise offered on a 'help in kind' free consultancy basis could be
extremely beneficial to the stability and development of arts
institutions and companies.

Cultural Sector

Greater appreciation is required of the benefits a potential
sponsor may expect from a sponsorship. Misjudged applications
cumulatively damage willingness to be of help.

Cultural organisations need more information from the private
sector in order that they can focus their own aims in
applications.




4.7

4.7.1.

4.7.2

4.7.3

- 58 -

Participation

a) Observations

In its closing remarks, the National Report draws attention to the
rich potential of the present situation in Italy, but concedes that
there are enormous technical problems which threaten progress. The
renewed possibility of social considerations once again becoming
central to cultural policy is presented as an antidote to the abstract
world of budgets and statistics, laws and regulations. The vitality of
any culture, as we have already remarked, comes from people's
actions and choices. This seems to be increasingly recognised in the
major cities, but not centrally as one of the key elements under-
pinning cultural policy.

Constitutionally speaking, the specific references to promoting the
development of culture and the principle of freedom in art and
science, and in their teaching set a clear basis for public participa-
tion. In addition the 1948 United Nations Declaration of Human
Rights specifies an individual right to culture and active participation
in cultural life.

Associations

The National Report does not fully reflect levels of public participa-
tion as an objective of, or even an important justification for, cultural
policy. The main measure of any trend relating to participation is in
the section on the mushrooming independent ‘cultural associations'
(about 20,000 of them) which have a specific legal status conferring
some tax benefits to their membership.

These associations broadly divide into two categories: historic
training and/or research institutes (such as the Accademia di Santa
Cecilia) - many of which have grown to be dependent upon grant aid
from government - and a larger number of newer organisations which
promote cultural activities to defined areas of interest, often limited
to a city. ‘Interaction with other parties' is reported to be very
limited. Many of these associations are active in the field of heritage
and conservation (e.g. Italia Nostra, Napoli '99 and Salvare Palermo).
In Sicily the Examiners were told of performing arts promoting
associations which, having become enmeshed in clientelismo, were no
longer regarded by the local authorities as appropriate mechanisms for
service delivery.

Access

Even taking a very restrictive view of participation as public support
(through admission charges or public library usage) for cultural
activities, divided competences and the lack of reliable data make it
impossible to come to any conclusions based on, for example, take-up
per 1000 population. Whilst equal access to cultural provision could
no doubt be claimed as an overriding policy intention of government,
it was abundantly clear to the Examiners that at the first hint of any
conflict between tutela and public access, the public were invariably
the losers. Attitudes at local authority level were more open and
accommodating. '
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Active participation

Apart from the discussions we had with major cities (e.g. Turin,
Bologna, Naples, Catania, Palermo) few of our informants expressed
any significant concern for active cultural participation by the public
as a clear policy aim, as opposed to passive consumption. National
museums and galleries have few incentives to go out and seek a
public, and suffer no particular financial disadvantages for not doing
so. The Ministry for Cultural Heritage does not address education as
a national issue or use its advantageous positioning to work in
partnership with the Ministry of Public Education. One in three
national museums offer free guided tours to schools in their areas on
their own initiative, but even these appear to be of a rather
traditional didactic nature. There is a wealth of stimulating practice
in and around museums and archaeological sites elsewhere in Europe
which could be adapted to the Ifalian situation. Communicating the
reasons for respect of the national heritage to children of an
impressionable age should have a much higher priority in the
Ministry's armoury of weapons. Admittedly you cannot have public
access without tutela, but unless a better balance is found between
the two, some areas could end up without either.

Education - the need for cooperation

The National Report refers to the work going on with some soprinten-
denze to develop local itineraries for more active learning, but judges
these to be 'sporadic and not very effective'. From the independent
Cultural Heritage Institute in Emilia-~-Romagna, we heard the view that
education was seen as the key to the visitor/destroyer dilemma - but
that nobody accorded it budget priority, and dealing with the educa-
tion system nationally was completely alien territory.

This last view was echoed to us in various parts of Italy and from
across a range of sectors. There is clearly a perceived problem over
establishing constructive relationships with the formal education
system.

Schools projects

Amongst several of the performing arts institutions {which are obliged
to build their own future audiences) and the comuni {(which wish to
relate better to their own citizens), our enquiries fared better.
Turin’s recently renovated and reopened Modern Art Gallery runs a
lively free education programme for schools, and the city's opera
company at the Teatro Regio has successfully adapted northern
Eurcpean practice whereby children are fully involved and prepared
through school classwork prior to visiting the theatre. The San
Carlo in Naples uses talented young performers from its ballet school
to whom children of their own age can more easily relate. On a
pragmatic local basis, it would appear that measured progress is
possible.

Animation

Turin's experience of fostering cultural development through
dedicated community arts policies and animateurs, originating in
1986 was, we were pleased to note, now being shared with the other
'‘major league' cities. The lack of national policy directed at young
(and particularly unemployed) people is a serious omission which local
authorities are probably going to have to make good for themselves.
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Amateur activity

The Examiners had little opportunity to collect data on musical
participation, but were surprised not to be provided with evidence of
amateur activity by choirs and instrumental groups. Despite the
possibility of some specialisation at secondary school level, Italy seems
to lack the training and support mechanisms which exist in other
European countries and which encourage higher standards in amateur
music making, church choirs and the like. Perhaps this aspect of
cultural life is a stronger feature in small towns rather than
metropolitan areas.

b) Needs

Although virtually everyone we spoke to paid lip service to the right
to access to cultural opportunities as a fundamental of any free and
just society - and the post-war Constitution sees this as playing a
significant role in social reconstruction - there appeared to be some
reluctance at national level to set any priorities which might begin to
make the objectives achievable. Strict budgetary regimes, and single
source funding, make it difficult to find even small sums of money or
staff time to devote to education and participation aims against all the
other undifferentiated pressing needs. It is as if when viewed from
the centre, the problem is just too great to tackle - despite the clear
evidence on the ground that individual cultural organisations are
managing to set their own targets and achieve them.

The major performing arts organisations funded centrally through the
FUS are obliged to meet minimum income target criteria, but this is
not in itself any incentive towards wider public involvement. On the
contrary, the lack of flexibility or sensitivity in the way allocations
are made can simply drive programming into a ’'safe’ mode which
caters for a largely predictable and known audience. It cannot
therefore be claimed that the FUS is seriously encouraging wider
public access as a policy aim. Some organisations are however
attempting to do this for themselves - often, ironically, as a result of
what they would claim is comparative underfunding from the FUS, as
was found in Turin.

¢) Some suggestions

The issue of participation is very complex, which perhaps explains
why so few people broached it with the Examiners. The situation in
Italy, whereby the most highly educated (and comparatively wealthier)
sectors of society have a near monopoly of heavily subsidised culture
whilst the bulk of the taxpayers consume their culture from the
commercial market, is not much different from other comparable
countries. Nevertheless, we believe there is a significant dilemma in
relation to access where, in many cases, prices are extremely high in
spite of generous levels of subsidy. Institutions appear to obtain
significant government finaricial support by virtue of their existence
or location rather than for any (non-geographical) strategic reasons.
Quality may be a factor, but the operation of the criteria is not an
Open process.
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Given the down-market drift of so much Italian ‘popular culture'
as exemplified in both print and audio-visual media, there appears to
be some need for a new political urgency to protect and actively
promote a culture of excellence to the widest possible range of
society. This is a daunting task, which can only be successfully
tackled on a partnership basis by all the relevant authorities. At the
level of central responsibility we would urge all those concerned to
make common cause, negotiate with the Ministry of Public Education,
and draw up joint strategies which take account of successful good
practice within Italy.
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Management and exploitation of the cultural estate

a) OQObservations

General

Virtually anywhere you dig or build in Italy, you are liable to disturb
the remains of past civilisation, wusually in strata of continuous
occupation. A survey carried out in 1972 on a sample of 8,000 towns
revealed that 87% of them predated the 14th century. Governments -
both national and regional - have been understandably concerned to
protect the natural and man-made heritage, which means that there
now exist massive, and sometimes conflicting, legal constraints on
development. One consequence is the difficulty in creating a modern
infrastructure in the major cities. The construction of Rome's under-
ground railway system (featured in Fellini's Roma) is a classic
example, having taken over twenty years to complete. Meanwhile,
the price paid above ground is the accelerating damage to monuments
and historic buildings caused through traffic-jams of motor cars and
other wvehicles - essential components of the productive modern Italian
economy. Similarly in the rural areas with a modernisation of agri-
cultural methods and the European drive for more cost-effective, and
therefore mechanised and productive, farming methods, there is an
increasing threat to archaeological sites. In addition, there is a high
incidence of theft and illegal export of works of art, with sites
devastated and provenances lost forever.

Protection and conservation of the heritage seems to be widely viewed
as the primary state objective in cultural policy, for which purpose it
is armed with an impressive arsenal of legal weapons. Given the
scope and unique scale of Italy's patrimonio and the difficulties which
attend its protection and management towards the end of the second
millennium, it is immediately obvious that the available resources could
never be fully adequate. The legal and fiscal constraints make it
exceptionally difficult to set policy priorities.

Italy as a territory was relatively unaffected by both the Reformation
and the French Revolution and, in contrast to most of the rest of
Europe, its religious buildings and foundations continue to house vast
numbers of artistic treasures which still fulfil the functions for which
they were originally commissioned or purchased. Many of these
buildings continue to play an important role in their respective cities
and towns.

The surviving links between artistic heritage and territory of origin
are exceptionally strong in Italy. For this reason, and the patchwork
of independent states until unification, there are no truly ‘'national’
museums about whose designation everyone can agree. There is no
Louvre, British Museum or Hermitage. The locally rooted nature of
many collections which are of international importance is an issue as
yet inadequately resolved between the national, regional, provincial
and local authorities. In spite of the high degree of centralisation,
there is little sense of 'national collections'. Italy's obsession with its
artistic past can almost seem to blot out serious policy concern for
the wvisual artists of today.
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The central dilemma

The central dilemma lies in the absence of a national overview of
policy which could be used for setting clear priorities and for
monitoring progress effectively. This situation leaves room for the
following undesirable features to continue:

¢ There is no agreement over truly 'national’ monuments or museums
- particularly the latter. Many of these major museums are
actually rather small but the soprintendenti do not have the
powers to amalgamate and rehouse public collections already in
existence.

¢ In many parts of Italy the museo civico or comunale traditionally
commands greater loyalty than the state's museums with which it
coexists. (The latter derive from the centralising tendencies
which the House of Savoy adopted from France.)

¢ Italy lacks regional museum networks such as the German
Landesmuseum. The central Ministry is in any case too weak to
be able to connect up networks which might be created.

¢ Money, and the ability to spend, is highly centralised but
without adequate systems of control or flexibility where
required. Lack of strategic overview tends to mean that money
is spent piecemeal.

¢ Lack of management by objectives (and clear priorities) means
that an ‘archive' mentality is tolerated. This puts a higher
value on scholarship than on public access or education.

¢ The responsibilities of soprintendenti are too numerous for the
role, as it is currently defined, to be effective. Conseguently
energies are dissipated.

Administrative structures and responsibilities

Nobody questions that the responsibility for preserving the national
heritage is heavier on the Italian government than any other in the
world. The weight of the burden is unique; yet many of the detailed
problems that go with it are not.

It is clear that when the Italian Government 1974 separated off the
80-year old Direzione Generale delle Antichita e Belle ArtH from the
Ministry of Public Education, reconstituting it as the free-standing
Ministerio dei Beni Culturali e Ambientali, it was intended to be more
powerful and have a higher profile. However it seems that neither
the move away from the Education Ministry's brief nor the timing
(i.e. just as the process of political regionalisation was getting under
way) have proved particularly beneficial. The new Department never
gained the intended and expected priority, and feels it has been
fighting a defensive battle against hopeless odds ever since. It is no
exaggeration to say that the service is now in crisis, with the further
recent complication on the Ambientali front of a recent government
having created a wholly new Environmental Ministry.
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Consultative Council

The Cultural Heritage Ministry has a consultative and elected 'National
Council' of up to 90 members (including representation of professional
staff), with six sector committees on:

a) environment and architectural properties;
b} archaeology;

c) historic and artistic objects;

d) archives;

e) libraries;

f) cultural institutions.

This rather vertical concentration upon narrowly defined matters of
specialist professional concern does not encourage wider discussion on
promotion and exploitation of assets, or other developments which are
of major concern to partners in the public, corporate and voluntary
sectors at the regional and local level. Questions of general
importance (e.g. reviews of draft legislation or other Parliamentary
initiatives, policy planning or the allocation of funds) are dealt with

by the advisory 'National Council' in plenary session. Discrete
technical issues are discussed by the Council's specialist sub-
committees. Although composition of the Council includes

representatives of the local authorities (as well from as the trade
unions, eminent academics and Ministry officials) its widely-drawn
representation may contribute to a lack of incisiveness. It clearly
finds it difficult to make any real impact on the regulation of the
often problematic relationship between government and local
authorities.

Methods of working

The Department's responsibilities are extremely open-ended. The law
of 1939 on tutela is clear, but there is neither any coordinated
government (let alone national) policy nor an agreed plan below that
level which could actually set priorities and targets for action. Crisis
management is therefore the order of the day, with the added head-
ache of 'special funds' wversus 'normal funds'. {This, in part,
explains the 1989 collapse of a ten metre stretch of the mediaeval
walls of Urbino, despite the pleas of local officials, and the Neapolitan
icecream look of the Arch of Titus in the Roman Forum - half
cleaned, half dirty, the two segments meeting neatly down a vertical
line in the middle.) The money for work tends to be allocated in a
haphazard way but, because of the perpetual need to respond to
crises in the short term, preventive action is often too late. In
theory, Italy's heritage is strictly protected; in practice, it is all too
often neglected for reasons which are at root bureaucratic.

The Ministry is highly centralised, with the hundred or so satellite
soprintendenze remaining substantially the same as the units defined
in 1939. They are organised under a central division for archi-
tecture, archaeology and art history. (The Ministry has Ffurther
separate divisions covering libraries, archives and administrative/
personnel. ) The delegation of responsibility from Rome to
these provincial units is limited, with many people convinced that
the past 20 years have seen an increase in bureaucratic centralisa-
tion. Minister Fisichella, in conversation with the Examiners,
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contrasted this reality with the more genuinely devolved system of
command in the military forces. The Department increasingly
struggles with its undifferentiated multiple roles. We were told by
the Senate Committee that the very size of the heritage in Italy is
now frequently quoted as an excuse for the failure to protect (of
which there are an increasingly large number of embarrassing, high
profile, examples}. It must also be emphasised that the legal duty to
conserve laid upon the Ministry of Cultural Heritage's soprintendenti
goes beyond the buildings, museums, fine art collections, libraries
and archives to the archaeological sites (excavated, partially
excavated and unexcavated; on land and under the sea), the
ecclesiastical buildings (Italy has more than 90,000 important
churches} and their contents, and also to objets d'art owned by
collectors and private individuals.

The writ of the soprintendenti on paper extends to the regional,
provincial and municipal museums and their collections, even though
these may all have their own expert staff installed. Consequently,
there is enormous room for professionals with differing opinions on
restoration to second-guess and interfere, diverting energy and
resources for other areas where perhaps they could be more bene-
ficially applied. A recent court case involving the Region of Liguria
confirmed this national right to intervene in museums. A decree of
1985 on planning constraints confirms the Department's right to act if
it feels the regional government is being negligent, or even to over-
rule a legally-based regional decision.

Lack of planning

The encouraging vision for the dynamic newly created Heritage
Ministry was soon to be disappointed as it grew into a massive
centralised bureaucratic machine, now with over 27,000 full time
direct employees. Planning has been inadequate, roles and functions
are confused, and the crucial cadre of senior staff in the field - the
soprintendenti - have for the most part grown demoralised and
cynical. Their excellent professional, technical and scientific staff
suffer under the burden of global departmental policy, the over-
whelming predominance of lowly professional profiles, and bureaucratic
inefficiency. The creation within the Ministry of a National Committee
with express responsibility for planning seems to have been of little
practical benefit to anyone. Administrative routines and regulations
dominate the Ministry's operational arm, leading to the paradox of
regular inability to spend the annual budget in full whilst everyone
accepts that the total is inadequate in relation to the real task in
hand. In part, these constraints on authorising expenditure and
letting tenders relate across all government departments, but the
Ministry's own bureaucratic behaviour clearly exacerbates the
problem. Finally, current audit trails being pursued and the
personal liability borne by the soprintendenti, who can (as in the
case of the Piazza della Signoria in Florence) be sued for criminal
damage to the national heritage, increase nervousness and reluctance
to act.
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5.1.7 Money applied to the heritage

5.1.8

The following tables illustrate the approximate global sums of money
devoted to the built, artistic and archaeological heritage in Italy from
all sources:

1990 expenditure on the cultural heritage

Lire bn. %
a) Public authorities
- state 1,987 (47%)
- regions 370 ( 93)
- provinces 46 ( 1%)
- comuni 716 (17%)
3,119 74
b) Paid admissions 30 2
c) Private sector
- restoration 700 (17%)
- sponsorship 300 {( 7%)
1,000 _24
TOTAL 4,209 100

(Source: Associazione per 1'Economia della Cultura,
1995 adapted)

The data probably underepresents the cost of staff time at regional
and city level. Staffing costs for the government ministry are
included, and account for over 45% of the total state allocation. (One
third of these employees are custodians in museums, and it should be
remembered that all salary gradings throughout the service are low -
extraordinarily so in the case of the soprintendenti.) At a rough
comparison, the public sector staffing overhead cost is equivalent to
the total private sector contribution. Put another way, the Italian
heritage's earned income from citizens and foreign tourists represents
only 103 of the Ministry's staffing costs. This highlights serious
questions about return on investment which go far beyond defensive
attitudes with regard to the constitutional obligations on tutela as the
overriding policy aim.

Crisis management and piecemeal progress

Since its inception in 1974 it would appear that the Ministry has
never really set objectives which are achievable. Everybody, whether
working in the field or in an institute (e.g. on restoration, the
National Catalogue, etc.), starts off in the knowledge that they will
never have the resources to do the job properly since their tasks are
not coordinated or prioritised in any meaningful way. Responding to
unplanned crises has become the dominant mode of operation rather
than planning to avoid foreseeable crises in the first place.

Special funds are still going to the soprintendenza in Friuli on an
annual basis, as they have been since 1976, to make good earthquake
damage. The specially dedicated soprintendenza, which was
established in Rome to deal with the devastating earthquake damage to
the archaeological, artistic and built heritage in Campania and
Basilicata in 1981, is being wound up, having achieved barely 18% of
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its specific tasks over fourteen years, the resources allocated having
been wholly unequal to the job. This is not to doubt the importance
of the work which has been done, leading to invaluable lessons on
future construction and restoration in areas vulnerable to seismic
shocks, pilot economic impact studies on employment and income
effects in the region and so forth, but might not a devolved system
of management have delivered a greater proportion of taxpayers'
money to the actual objective? By what logic was a traditionally-
staffed special department set up in Rome to coordinate the work of
the ten soprintendenze in Campania and Basilicata, and requiring the
creation of a separate computing centre in Naples?

Another example is the efforts of the Central Institute for the
(National) Catalogue. Launched in 1970 this project was set up to
catalogue descriptively the entire patrimonio of Italy. Established
with the highest ambitions, and striving after schelarly perfection,
the rate of progress has been so slow that the objective still seems
almost as unattainable as it was at the outset. As it is a purely
scientific exercise, it was not set up to be capable of bringing
attention to monuments or objects at risk so that large amounts of
extra work will be required to render it usable for practical manage-
ment purposes. The city of Rome, we were interested to hear, does
maintain priority listings of buildings or monuments requiring
attention.

Multiple roles of the soprintendenti

We read in the National Report that "Emergencies and inadequate
levels of resourcing have made it impossible to draw up a policy of
'‘ordinary maintenance' and an effective plan of restoration". A
process of 'modernisation’ in the management of the Department and
its resources is essential if overall policy aims are to be capable of
delivery. A prerequisite for this must be greater operational and
executive independence in management with the soprintendent
released from a number of their current wide-ranging functions such
as responsibility for managing museums. To some extent the devolu-
tion of greater responsibility to individual soprintendenti would both
enhance their authority locally and make it very much easier to
construct productive partnerships with the regional and municipal
administrations throughout the country.

Beyond the primary obligation of protection (with the assistance of a
specially dedicated unit of the Carabinieri on art theft and illegal
export), the Department has a secondary aim with regard to the
valorizzazione of what it controls. This is emotive territory, with the

English terms ‘exploit' or ‘return on investment' raising spectres of
an overnight switch from a conservation-based ethic to American-style
commercial museum management, or the crass public relations excesses
in certain British museums during the Thatcher era. The National
Report points out that there is a delicate balance between these two
objectives "which do not always coincide". We understand the pro-
fessional and academic concerns that underlie these reservations, but
we also noted, once again, a much more open and contemporary
attitude in the city administrations we interviewed, where there was a
clear understanding that suitably sensitive interpretation to citizens,
backed up by educational activities, is a key to respect for the past,
and of positive benefit to the task of conservation in general. They
also appreciated that there was a quid pro quo in standards and
access if the private sector were to be encouraged to play a bigger
role.
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5.1.10 Museum management and distribution

5.1.11

More autonomy for museums or institutions would provide the basis
for a recognised professional class, operating within a social and
economic context which respected the needs of conservation but also
to share and communicate with the public. There is a significant
difficulty in the short term in the paucity of trained staff able to
carry out the non-curatorial aspects of running an autonomous
institution, with much of the work carried out by poorly paid
individuals. Currently, all admission income from sites and museums
returns to the Treasury so that there is no relationship between state
funding and actual performance.

If there were some rationale over museum policy at government level,
then we would expect there to be links to policy in soccial and
economic areas, and tourism above all. But the division of the
various competences militates against any coherent view or strategy
emerging. Nevertheless, in recent years the Ministry of Cultural
Heritage has been pursuing a policy of agreements with major city
authorities (notably Rome and Florence) to focus attention on co-
ordinated planning. This has delivered benefits for restoration
projects, art treasures and the main museums and art galleries, where
access, opening hours, information and promotion have improved.
The resources are however very unevenly distributed. The National
Report figures for museums indicate that 47.7% are in the north,
29.8% in the centre (with a massive concentration in Rome) and only
22.5% in the south. There is virtually no major museum on the west
coast of the country between Naples and Palermo. It is not difficult
to see how, as an historical process in the patchwork of Italy, this
situation has been created. But economic development in the south,
and the need to take mass tourist pressure off a limited number of
dangerously overexploited Ilocations there and elsewhere, suggest a
need for strategic planning. One does not have to demean or debase
the cuitural heritage in order to make productive use of it to support
other government or regional aims.

Interpreting the heritage

The two broad aims of tutela and wvalorizzazione obviously are in
tension, and we noted what we hope is an extreme case in Sicily
where the Region's tourism authorities are not in effective dialogue
with their colleagues whose job it is to safequard and interpret that
heritage. We came across the example of a major exhibition in
Palermo which was inadequately promoted locally as a result of this
same lack of cooperation. Many museums which are not interpreting
their collections to the public are engaged in rather active acquisition
policies, and excavation continues apace while important sites and
finds languish unpublished to the rest of the scholarly worid.

Specialised institutions such as the Central Institute for Restoration,
which the Examiners visited, have an enviable professional and
technical record despite the limits imposed upon them. Impressive
exhibitions have been mounted by soprintendenze and museums, and
important research projects have been undertaken. But on the other
hand the record of slow and mismanaged restoration of particular
monuments, museums in poor condition and sites and buildings closed
to visitors sine die are apparent to all. The uncomfortable truth is
that almost 80% of the Department's resources are handled by the
Directorate-General whilst they are at the same time reducing -
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actually and as a proportion - the budgets available for exploiting to
advantage the national estate which they are responsible for
managing. The autonomous Region of Sicily devotes at most 2% of its
cultural heritage budget to this vital area (which may only cover very
basic requirements such as sign-posting or display notices at
archaeological sites).

The issue of exploitation will inevitably come to assume greater
importance. We heard a range of arguments which had been deployed
against developing revenue generating activities at sites and
museums. We were even referred to a report by an eminent academic
which conclusively claimed that cafés could not be viable in museums
with under 200,000 annual visitors. One only has to look at the
profitability of the book, poster and postcard outlets in museums in
other European countries, or the successfully grouped franchise
arrangements for other services to gauge the positive potential.

The majority of Italian museums are relatively small and, from the
character of the historic buildings they generally occupy, there are
often constraints on adaptation and a lack of available space. This
latter point is also relevant to office and conservation space, to
storage and disabled access. These drawbacks have sometimes been
quoted as difficulties in the drive to encourage revenue-generating
ancillary activities. However, although Italy's museum buildings may
present a concentration of particular problems, they by no means
constitute the wunique case which is often <claimed. Ingenuity,
goodwill and, above all, incentives have brought success elsewhere in
overcoming difficulties in less than ideal locations. The initial
problem to be overcome is attitudinal, rather than physical.

b) Needs

Our view will be clear that the number of museums, sites and
monuments run directly by central government is unsustainable on the
existing pattern. The attitudes which we encountered in our inter-
views were somewhat mixed. Feelings of utter frustration at the way
the system seems unable to deliver what is required from the centre
were tempered by genuine concern that a promotionally-orientated
local agenda might wundervalue and conflict with the needs of
conservation and protection. This is hardly surprising, given that
the soprintendenti of twenty years' standing, and their predecessors,
were appointed as professional and scientific experts and not as the
managers of unwieldy public sector bureaucracies which they have
been obliged to become.

Lack of focus in the museum profession

Others emphasised that whilst reforms were needed, guidelines would
have to be homogenecus for the whole country, although allowing
sufficient flexibility for each area to manage its resources in the most
appropriate way. This harks back to the earlier point about the need
for some hierarchy to define which are the genuinely 'national’
museums (whether on world scale of importance, such as the Uffizi in
Florence, or on unique collections in Italy such as the Egyptian
Museum in Turin) and to clarify the relationship with the Iocal
authorities concerned so that the pattern of museum provision in any
given area adds up to more than the sum of the parts. So far as we
could gather, the profession of museum director hardly seems to exist
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in Italy - a situation aggravated by the incompatibility of civil service
and local government administrations. Individuals running 'national’
museums currently might therefore simply be biding their time in the
hope that they would be promoted to soprintendenti, while the latter
dream of becoming university professors with tenure to provide a
much higher rate of remuneration and respect, and perhaps a less
stressful way of life.

¢c) Some suggestions

Those responsible for the management of museums often do not do
enough to attract a larger public. In the state museum sector, this
is generally considered to be a rather subordinate aim as compared
with conservation and restoration. This attitude reflects the under-
standable approach typical of the art historian and archaeologist,
which is sceptical about economic exploitation of the heritage.
Training, and the professional ethos of the Department, put a higher
value on a 'pure' cultural policy, rooted in scholarship and con-
servation. There is also a fear that too much influence accorded to
the taste and predilections of a broad public could debase standards
irreparably.

This attitude has to change, with ways and means of making museums
and galleries more success-orientated being thoroughly explored. It
is essential that a more managerial and financially sound approach be
developed and adopted. The Ronchey Law (4/1993) represented a fist
step in this direction, which should be vigorously pursued. Museums
have a need for new and appropriate professional skills to be
introduced alongside those of the soprintendenti and their technical/
scientific colleagues.

The National Report (1992 survey figures) states that Italy has 3,554
museums, 2,586 of which are open to the public. Estimates vary
concerning their status but there would appear to be between 650 and
700 which are loosely categorised as 'national'. Effectively, we were
told, this comes down to 300 or so, but it is still an unmanageable
number to run centrally.

Smaller, more manageable units

We suggest that there is an urgent need for the Ministry to draw up
a strategy for decentralising much of its current activity to
responsible and manageable units, and that the soprintendenze them-
selves clarify their own confused functions, allowing many museums to
become self-governing in partnership with the local public authorities.
The Ministry will have to face up to the question of what is truly
national in order to categorise institutions in a hierarchy of
provision, for which appropriate standards of service would be set.
Museums should appoint and manage their own staff, and be respon-
sible for their own budgets, retaining income. Such a reform would
need to be carefully and sensitively applied, and to be supported by
appropriate training. It would begin to create the possibility of
unfreezing the bureaucratised situation to make the workload more
manageable, remotivate staff and generate more co-operative and
constructive local relationships with both the public and the private
sector.
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Territorial and functional decentralisation

The Examiners concluded that overcentralisation of cultural heritage
administration has stifled initiative and contributed to political,
territorial and functional difficulties. A degree of decentralisation -
to regions and cities, and to cultural institutions - would clarify the
current confused system, produce better management and value for
money, and help define a proper role for central government. This
should certainly apply to the majority of museums currently classified
through the Department of Cultural Heritage as 'mational' and to area
units of the Ministry in order to promote responsibility, sharpen
practice and improve morale by allowing professionals to set and reach
targets for their areas which are actually achievablie.

Whilst not downgrading the constitutional obligation to protect the
heritage, there has to be some wvalue system that -categorises
monuments and buildings to get down to a manageable workload on
which available resources can make an impact. The Ministry of
Cultural Heritage's estate could then be capable of operating more
effectively. If decentralisation of responsibility were accompanied by
the establishment of local co-ordinating committees on a regional basis
(provided for in 1975 legislation but never established), then there
will be an obligation on the regions and major municipalities to come
up with agreed strategies so that they can talk to central government
(whatever their political complexions) with a unified voice. This in
turn will produce much more coherence in provision at local and
regional level, and is also much more likely to engage the attention
and assistance of the private sector within the area. The cultural
identity of regions will be rebuilt from the bottom up, bringing likely
tourist revenues in its wake.

Cultural heritage and museums: contrasting perceptions

From our interviews, we concluded that two contrasting models
(presented here as illustrative extremes) coexist within Italy:

A

Centralised control and
constraints (negative
perception)

Lack of vision and identity

Authority imposed but
increasingly eroded

Unattractive partner-
ship prospect

Scale of task unmanageable

Indifferent to the public
{closed)

Abstracted resource for
scholars

Inability to plan or
prioritise

B

Independent responsibility and
opportunities (positive
perception)

Clear vision and identity

Working co-operatively in
partnership

Partnership opportunities with
local authorities and private sector

Scale of task manageable

Welcoming to the public (open)
Providing services to the public

In control of longer term strategy




10.

11.
12.

13.

14.

15.

- 73 -

Long-term aims unattainable

Absence of standards and
evaluation

Crisis management

Staff disaffected and
demoralised

Marginal to national
political concerns

Perceived as a drain on
public purse

Perceived as a burden

Long-term aims achievable

Working to exceed stated
standards

Efficient management
Staff well motivated
Dynamic role within local/
regional political context

Generating proportion of own
revenue

Perceived as an asset
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Policy in the performing arts

a) General Observations

The policy aims of national government in the performing arts are
embodied to a large degree in the workings of II Fondo Unico per lo
Spettacolo (FUS), established in April 1985. This central fund for
the performing arts was set up in an attempt to simplify and
rationalise at central government level a rather ad hoc and incoherent
pattern of grant giving which had developed without any particular
strategy or criteria. The legislation of 1985 created two new entities:

a) the fund itself, furnished with criteria and percentage shares
for the various defined sectors;

b) national committee for the performing arts, which has advisory
powers, and makes specific recommendations on allocations each
year, as well as recommending proposals on a three year plann-
ing basis. This advisory committee is, somewhat surprisingly,
chaired by the Minister who carries ultimate responsibility.

Targets and criteria

The operation of the fund does include some broad policy objectives,
although the proportions of the total money available tends, naturally,
to be weighted in favour of those sectors which are bolstered by
legislation. A law of 1967 established percentage guidelines for the
apportionment of state funds - music 48%, cinema 15.5%, drama 15%.
Theatre, which only has a government circular of 1948 to rely upon
(concerning the need for government to 'consult’ with the profession
over resource distribution), feels it receives second-class treatment,
whilst dance is still treated as a rather minor sub-set of music. The
allocation from central government to the FUS shows a somewhat
fluctuating pattern over the years of its existence. It is clear that
in Italy, as in so much of the rest of Europe, money for the live arts
can be treated almost as a budget balancing figure, liable to be
raided if the Finance Ministry gets its sums wrong, or the tax
revenues fail to materialise as projected. Needless to say, the trend
in the allocation of FUS resources has been to reward the larger
institutions (notably the opera houses) which have the greatest
political clout.

Although the workings of the Fund are somewhat opaque, there are
guideline criteria set down to assist distribution decisions. These are
expressed, for example for opera, as 'management and production'
standards, encouraging contemporary work and ‘'special' factors.
However, we alsoc learned that another criterion is 'number of
employees', and given that the unions are included amongst the many
potentially vested interests on the Advisory Committee of 60, we are
not convinced that financial recommendations habitually and dis-
passionately follow the guidelines. Nevertheless, there is some
strategic application of funds to try to compensate for the customary
institutional weighting in the north and the centre, with a higher
proportion of the touring funds in drama and music, for example,
being directed towards the south. Dance, subdivided into three
categories since 1989 receives a high proportion of its allocation for
touring purposes, a clear consequence of the relative paucity of
dedicated dance theatres or spaces in Italy as a whole.
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State grants to performing arts (% by sector)

1980 1985 1490
Drama 9.9 19.9 19.4
Music 90.1 80.1 80.6

(incl. dance)

Public expenditure to support the performing arts at the four rele-
vant levels in 1990 has been calculated by the Associazione per
I'Economia della Cultura as follows:

Lire Bn. 2
State 692 51.0
Regions 217 16.0
Provinces 38 2.8
Comuni 410 30.2
TOTAL 1,357 100.0

Rising costs

State subsidy to the performing arts has been crucially important
since the 1950s against a background of steadily rising costs and, at
least in certain sectors, critically small audiences. The proportion of
subsidy in relation to gross turnover in many cultural institutions
generally reaches at least two-thirds, and it is a moot point whether
subsidy has preserved institutions, cushioned habits of low self-
generated income and earnings, or both. Some of those organisations
supported regularly reach the highest international standards, others
appear to have lost energy and dynamism. It is impossible to make
any real judgements on the extent to which the policy aims of the
FUS are carried out in relation to artistic (gqualitative), social,
political or geographic criteria. A number of our informants told us
quite independently that they thought public expenditure in this
sector was rather high, but crudely and unfairly allocated.

The Referendum of April 1993

A crucial unresolved matter of concern is the status of the FUS
following the referendum of April 1993 which led to the abolition of
the Ministry of Tourism with the Performing Arts. The local tourism
function having been largely devolved to the newly created regions in
1972, it was clearly only a matter of time before the regions and
cities wished to exercise much more control over the application of
their taxpayers' money to local cultural institutions. This familiar
crux in most European countries is given added point in Italy through
the strong and individual traditions in both opera and theatre in
different regions.

It is tempting to draw a parallel with football leagues in the FUS
allocations, except that, thanks to legally sanctioned ossification,
nobody is ever promoted or relegated, and the positions within the
tables hardly change. Given that much of this support understand-
ably arises out of historical precedent, it is no surprise that the
regions are unhappy and wish to press for full devolution of the
funds with a view to rationalising them. Proliferation of drama grants
did lead to a substantial number of cuts in the late 1980s to reduce
the 'national' list of clients to manageable proportions.



5.2.5

5.2.6

- 76 -

The clear intention of the referendum's result has however been
completely frustrated in that the Ministry was indeed abolished ~ but
its functions have been 'temporarily' transferred to the Presidency of
the Council. A Department of central government continues to exist,
unaltered, still at the same address. Like a threatened dog in the
corner, it is hanging onto its bone. With two years of stalling, and
eleven failed attempts in Parliament so far to clear up the issue,
resolution is not yet in sight. Meanwhile, attitudes harden un-
helpfully on both sides. There was a prolonged history of recourse
to the Constitutional Court to try and resolve differences between the
State and the regions over respective functions in this area prior to
the referendum.

Views of the cultural institutions

What of the cultural institutions themselves caught in the crossfire of
attacking and defensive politics? Opinion in the late 1980s seemed to
agree that it was right for the regions and provinces to assume all
tourism functions, but that the major artistic organisations were
probably better off protected from local politics, and judged within a
single peer group nationally. Nevertheless, the league tables exist
(on whatever basis) irrespective of touring and distribution policies.

There is current discussion about reducing down to a national
operatic 'superileague' consisting only of Milan and Rome. La Scala
and Rome already have the protection of a special law of 1968.
Understandably, this arouses hostility on the part of other institu-
Hons endowed with at least equal prestige and tradition but which
feel they would be being demoted. From the artistic point of view,
therefore, 'all or nothing' seems to be the current consensus view.
Major performing arts institutions were obviously concerned to
maintain relationships with the centre to ensure that the flow of tax-
payers' money continued. But we did not hear of any organisation
which felt that relationship with FUS went beyond financial
dependance. The constructive partnerships which looked to the
future - audience trends, marketing the product, importance to the
local economy and private sector links - were all rooted in the
immediate territory where there was also an important concern for the
cultural life of the area. Good and productive management of
resources, while maintaining due care for the conservation of the
heritage, is not assisted by unclear competences.

Views of the local authorities

The regional and local authority view is naturally more complex.
They want their institutions to flourish both as important elements in
local cultural and social provision and development, and as significant
catalysts in the local economy. The cities are usually the owners of
the teatri stabili and the teatri comunali, as well as of the concert
halls and many of the other spaces used by local and touring
companies. So far as provision of theatres to nationally funded
companies is concerned, there are obligations set down in law. This
also applies to maintenance, and to some extent to the provision of
rehearsal and other space necessary to the operation of a large
enterprise. Many cities seem to go far beyond these stipulated
minima to support their resident companies, but feel there is no real
dialogue with the central government funders at all. The symbolic
presence of the city's mayor as Chair of the Board, quoted to us as
the key element in local involvement by FUS officials, cannot be
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expected to satisfy the local authorities' demands for a meaningful
relationship with the centre based upon mutual respect and co-
operation, with clearly defined roles and responsibilities. So far as
opera and some drama is concerned, coproduction and exchange is an
increasingly international rather than intra-national reality, involving
local sponsorship.

Theatre

The 1971 UNESCO Report on Italian cultural policy asserts: "The
State has a long tradition of cultural absenteeism as far as any form
of public entertainment is concerned, and perhaps more especially in
respect of drama". The attempts to deal with inadequate provision
began in the 1950s when the network of teatri stabili (permanent
companies) began to be built up following the example of Milan's
Piccolo Teatro (dating from 1947). The pattern of 17th and 18th
century drama in Italy was in the main due to private iniHative, with
three public exemplars in the Napoleonic era (Milan, Parma and
Naples).

Since the 1980s, regional and local authorities have been attempting to
introduce changes to the ways in which the teatri stabili are
managed, giving them greater autonomy, although still working closely
with the public authorities. Lack of a clear policy framework and
continuing uncertainties over finance make for very great differences
over progress across the regions.

Crisis in theatre

In discussion and interviews, the Examiners were left in no doubt
that theatre in Italy is going through a real crisis, with many of its
practitioners feeling undervalued and undersupported. The exXisting
theatre public was felt to be somewhat 'set in its ways', but the
requirement to earn a sizeable proportion of income through the box
office by playing safe was increasing the gulf with the younger
audience in the large cities. Many younger people have a preference
for non-traditional and issue-based (often improvised or non-text)
drama. The building-based companies therefore see themselves as in
crisis, and having difficulty in regenerating audiences. A former
dependable source of employment has also been eroded, in that RAI's
former strong public commitment to drama on television has been
considerably weakened as a side effect of the obligation to maintain
and increase ratings for advertising revenue purposes.

In order to survive as a living force in society - particularly given
the influence of television - theatre needs to experiment. This
brings the issue of audience retention and renewal in Italy to the
fore. Four particular issues are confronting the teatri stabili:

a) Lack of a recognised Italian canon of classical drama: this is
felt to make programming more difficult and risky than in certain
other countries (e.g. France, Germany, Great Britain, Greece,
Spain), although there are, of course, some extremely strong
regional traditions (e.g. Florence, Naples, Venice).

b} Production styles: experimentation is the life-blood of the
professional theatre, but there is a delicate balance between this
and the needs to retain an existing (rather conservative)
audience, and to attract a new one.
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¢) Social purpose of drama: to continue as a vital element in
society's debate concerning its own values, drama has to know it
is achieving more than simply reproducing the work of the past
for a middle-class audience.

d) Economic pressures: reduction in the proportion of state
funding since the mid-1980s and declining audiences underline
the need to pre-sell seasons.

Drama (Teatri Stabili and Privati)

State Funding %

1986,/87 51.2
1988/89 46.3
1990/91 43.7

It is clear that the spoken word has nothing like the status of opera
as the dramatic expression of the national culture. For these and
other reasons (i.e. not purely the cost of mounting productions),
drama may have some justification, along with dance, for seeing itself
as a poor relation amongst the performing arts.

Local identity

Nowadays, almost all the theatre buildings in Italy are under civic
ownership and management (very often the sums of money associated
with buildings do not appear in cultural expenditure totals). The
companies providing the programme are classified as either 'public' -
with public boards of management reflecting the national, regional and
local contribution from the taxpayer, or ‘'private' - with an
independent Board which, more often than not, will have membership
recognising public financial contributions. A law of 1993 obliges all
theatres to operate according to the same bye-laws but, compared
with the heritage, this is an area where the legislative burden is
surprisingly light. The lower somewhat levels of subsidy produce a
much keener relation-ship between costs and earnings than we found
in other sectors.

As might be expected from the strong regional profile of much Italian
drama, and the level of input from central government, the local
authorities are able to identify more closely with 'their' company than
is the case with the opera houses, and the relative proportion of
financial contribution is conseguently higher. It is difficult to
generalise about ratios of earned to unearned income - this can vary
greatly according to the amount of touring undertaken (which
requires large scale financial backing) and the number of new
productions in a season. SIAE data shows that proportions of earned
income through the box office have had to increase (in cash terms) to
make up for the decrease in FUS funding in general. The recent
Report on the Economics of Culture in Italy (1980-1990) puts drama
attendance at 52% of the total for performing arts. Apart from the
box office and local/regional grants, the main source of public income
is the FUS. Until the creation of this fund in 1985, the sole source
of national subsidy for drama was a 2% share of RAI's licence revenue
(4% goes to music) under an innovative and far-sighted law of 1948.
Government circulars over recent years have progressively sought to
impose a pattern of theatrical provision by reducing the number of
coempanies funded.
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5.2.10 Geographical distribution

The group of fourteen teatri stabili supported by the FUS together
with the sums of public money involved, are as follows (1992

figures):
Lire bn.
Milan 5.00
Genoa 4.00
Rome 3.25
Turin 3.00
Catania 2.20
Bolzano 1.25
Friuli 2.00
Trieste 1.00
Bologna 1.65
Brescia 1.40
Venice 1.50
Palermo 1.70
Abruzzo 0.85
Umbria 1.45

Further theatre companies, but in the ’'private! category, are funded
in the following cities, making good only one serious geographical gap
in the list of teatri stabili. The ten funded private companies are in
the following cities:

Lire bn.
Rome 2.80
Milan 1.80
Parma 1.70
Milan 1.50
Milan 1.30
Bologna 1.45
Milan 1.00
Rome 1.30
Trieste 0.80
Naples 1.70

The number of annual grant transactions by FUS in drama is still
very high for a central authority, with 536 recorded in 1990 (592 in
1980, 707 in 1985) and accounting for Lire 110,553 million (approxi-
mately £44m. sterling). Data from SIAE's records of ticket income for
1990 confirms the expected geographical divisions within Italy.

No. of perfor- Ticket

mances (%) sales (%)
North 43.0 51.0
Centre 34.0 25.0
South 14.5 13.5
Islands 8.5 10.5

Whilst by far the largest number of performances take place in Rome
and around Milan (23.7% and 14.42 of the national total respectively),
availability on a per capita basis is also good in Piedmont, Veneto,
Emilia-Romagna, Tuscany, Campania and Sicily. The worst levels of
provision are all in the south (Molise, Basilicata, Calabria, Apulia and
Sardinia). The particularly strong traditions in Naples and Sicily are
reflected in these figures against the general picture for the

mezzogiorno.
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5.2.11 Theatre resources and current practice

5.2.12

The number of full time employees in drama theatres is gquite modest
compared with many of the opera houses. The tighter financial
regimes have obliged the theatres to discover for themselves that it
was often more cost effective to tender out for set-building,
properties and other services. The Teatro di Roma does six produc-
Hions each year, and tours one of them. The Teatro Comunale in
Turin employs 57 people full time but plays a major role in drama
provision for nineteen towns in the region of Piedmont, including
providing and running the entire programme on a contract basis for
the theatre in Casale Monferrato (Alessandria). Palermo's Teatro
Biondo produces five or six plays each year and also provides touring
for venues elsewhere in the region of Sicily. The company relies to
some extent on a rather higher than average sub-scription sale,
reflecting the still strong Sicilian literary and theatrical traditions.

Exchanging successful productions is another increasingly common way
for the theatre companies to make money go further. The FUS grant
requires funded companies to perform each production for a minimum
of 30 performances, which is often economically necessary to recoup
sufficient income to cover costs and payments to lead actors.

Employment position of actors

The insecurity of the acting profession is no less in Italy than else-
where in Europe. Long periods of unemployment are part and parcel
of the actor's lot, and as a result of theatre's not being regarded as
a significant economic sector, self-employed status means losses of
benefit and penalising costs whilst on tour. Actors, unlike doctors,
lawyers and other professional groups are not in any position to take
advantage of the possibility of significant tax deductibility for
premises, equipment, employing staff and so on. There is current
discussion within government about raising the minimum qualification
for a state pension from 65 to 120 worked days as an annual average,
which would further diminish the chances of young actors ever
building up enough contributions to qualify.

In addition to these problems, actors are often at the end of the
chain of delayed payments and tend therefore to be constantly in
debt. Their trade union is fighting for a change of tax status, so
far without success. Since entry to the profession is not controlled
by particular qualifications (although there are clearly only a handful
of private acting schools, in addition to the National Academy in
Rome, which would qualify as proper training establishments), any
unemployed person can register as an actor and the numbers are
believed to be far in excess of the 1,800 registered union members.

Only the top two dozen or so actors in the country could be said to
have a secure professional existence. Lead roles can command rates
of around Lire 4-5 million per show, making them the highest paid
actors in Europe. Rehearsal periods are paid at full rate and can
run for up to 60 days - both of them luxurious conditions by com-
parison with other EU member states. At the other end of the scale
in the less formal alternative theatre scene, remuneration is the
exception rather than the rule. In Palermo we were privileged to
spend time with the last remaining exponents of the island's great
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tradition of puppetry who carry on without any significant public
authority support either to help maintain the operaticn, or for the
very considerable work undertaken in schools. Because of the casual
nature of the profession, there is a high drop out rate, including
many promising directors who feel obliged to make an alternative
career move by the age of 30.

Young People's Theatre

The FUS recognises a network of young people's theatre companies
through the approximate designation of one company for each region.
This is seen as a useful example of national granting of status,
although the actual sums of money fall far below the needs of the
companies to provide an adequate service in the areas where they are
located (let alone to an entire region), and lack of flexibility over
funding means that the more recently created companies fare compara-
tively worse than the longer established ones.

bh) Needs

All our interviews concerning live drama gave an impression of a
sector which feels underappreciated for its contribution to Italian
culture, life and society. We also noted a marked contrast in morale

between the teatri stabili and the alternative companies -~ in which
salary levels were certainly not the crucial factor. The worry about
ageing audience profiles for drama, drawn from too narrow a band of
the social spectrum, is by no means unique to Italy. To a greater or
lesser extent it has been a common European phenomenon since the
1950s with the arrival of television and changing patterns of enter-
tainment and consumption. With the exception of more classic
survivals such as the Comédie Francaise (almost a living museum), all
'permanent' theatre companies in Europe have had to adapt to chang-
ing times in order to attract an audience. Opera can, if pushed in
that direction, survive artistically on an exclusive diet of works from
the past; drama cannot.

One of the worries which several theatre practitioners raised was that
at present Italian society seems to be making few demands of the
formal theatre sector as a whole, confirming their fear that the state-
funded structure may be doing little more than satisfying an
occasional educated middle-class social habit. It was observed that at
a much more informal level, a young audience was developing in the
cities for certain kinds of 'director' drama - a trend that has been
capitalised upon successfully in some building-based producing
companies in northern Europe which have experimented with new
styles of production. The loss of nerve in the teatri stabili was
llustrated to us in the feeling of the Teatro Biondo in Palermo that
their financially commendable high ratio of subscribers was acting as
a brake on adventurous programming rather than an opportunity to
take calculated artistic risks.

Broader context

All sectors of the theatre profession to whom we spoke stressed the
need for more money. In absolute terms, drama is much less well
funded by the state than music and opera, and such money as there
is is spread thinner to achieve national coverage. The north/centre
and south disparity is again in evidence, given that national distri-
bution seems only able to respond to what already exists rather than
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being able to initiate policy in response to gaps in provision. Never-
theless, we would point out that the current FUS allocation for drama
- totalling around Lire 150 bn. - is substantial, and represents
rather more than double the central government derived allocation for
drama in Great Britain where the art form is going through similar
introspection but perhaps has a higher profile in the national culture.
In fact the grants to individual teatri stabili are quite generous by
comparison with those of the British producing theatres.

Great Britain 1993,/94:

Building-based drama companies £13,116,200
Royal National Theatre £11,167,000
Royal Shakespeare Company £ 8,470,000

TOTAL £32,753,200

(Source: Arts Council Annual Report)

Since the local authority relationship with the theatre companies seems
to be generally good, with quite active involvement in some cases,
there is considerable potential for development of audiences through
schemes and other civic connections. The structures and legal
obstacles in theatre seemed to us to be much less of a problem than
in certain other areas. The potential for increased partnership,
therefore, exists at local and regional level. Inflexibility of FUS
criteria and lack of responsiveness to new developments may well be a
valid issue, as it was represented to us, but the answer surely lies
in greater local control over the disposal of the taxpayers' (always
finite) contribution.

Concerns over the position of actors - both with regard to un-
controlled intake to the profession and employment/tax status -
appear to have some justification. There is also a significant point
about the reducing opportunity for new writing to be presented in
major theatres. The FUS criteria and targets on earned income ratios
were partly blamed. On the other hand, the Examiners applaud the
entrepreneurial spirit in which many of the theatres seem to be
working through the current crisis of confidence.

c) Some suggestions

Drama exists on a single continuum, with many of the key personnel
in the more 'established' sectors having cut their teeth in 'alternative'
companies or wvenues. Government funding in Italy is primarily
targeted upon the teatri stabili and other companies which are,
because of their status, comparatively secure. There is a tacit
assumption by the FUS, therefore, that all the other work which goes
on at all local and regional level is financially supported at that level.
It follows, therefore, that a mo

re cooperative planning and allocation
process which takes full account of all the relevant activity in any
given area would be an improvement.

Despite the crisis in confidence affecting the permanent theatre
companies, they should contnue to have the courage of their artistic
convictions. Perhaps there is a case for some national subsidy, on a
worked out and open scheme, to be set aside for commissioning and
Presenting new scripted drama in order to help maintain the life-blood
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of the theatre. Local authority connections with the private sector
should be of assistance in introducing board members who can them-
selves, or through their companies, offer voluntary assistance in
developing the business side of the operation - financial planning,
marketing, management and so on, always accepting that the product
is drama and not a consumer commodity.

Actors clearly are at a disadvantage in the labour market as compared
with many other professional groups. There would appear to be a
strong case for reexamining the situation with regard to unemployment
benefit and also some quality or training controls on intake to the
profession.

Music and opera

Music is much the most generocusly funded of the performing arts in
Italy. As is common practice elsewhere, opera achieves the highest
subsidy levels - with the central government allocation through the
FUS accounting for around Lire 450 bn. which is directed by law to
thirteen named institutions. A further twenty four local opera houses
(categorised as 'teatri di tradizione') receive a share of another fund
worth Lire 33 bn. Over 542 of this fund consolidates the favourable
position of the north. Local authorities are also major public
sponsors of musical activity, whilst some regions are developing
sensibly cooperative plans with the local institutions and population
centres of their territory in order to ensure a balanced spread of
provision to the area as a whole.

Yet another FUS allocation, worth Lire 27 bn. in 1992, is shared out
between twelve concert promoting organisations in these areas:

Lombardy (2) Trentino Alto-Adige
Veneto Emilia-Romagna
Tuscany Abruzzo

Marche Apulia (2)

Sicily Liguria

Musical training

Musical appreciation and practice is available in the secondary
education system, although it is not a compulsory subject for study in
the curriculum. There are a large number of dedicated music schools
which specialise for those who wish to take this option. At the
vocational training level, there are many conservatoires, with their
number having grown exponentially over the past ten to fifteen
years. These appear to be providing training to a large number and
at varying levels of excellence; certainly the numbers far exceed any
possible demand in professional organisations. The mismatch between
demand and supply is compounded by the Italian trait of individua-
lism. Huge numbers of solo pianists are trained, for example, when
the desperate need is for highly competent orchestral players. The
conservatoires alse suffer from the centralised syndrome of their
full-time staff being appointed from Rome, so that their directors and
boards lack essential control over the character and performance of
their institutions.
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Some colleges specialise for a particular purpose, such as the
Accademia Petrassi in Emilia-Romagna which concentrates on composi-
tion with a focus on contemporary music. As elsewhere the number
of conservatoires in Italy which would be internationally recognised as
attaining the highest professional levels are rather few.

RATI's role in musical culture

Radio and television are important disseminators of musical culture,
with RAI having a long-standing world reputation for the excellence
of its orchestras, recordings and transmissions. Broadcasts of
serious music are, for economic reasons, now rather restricted to
radio, and RADIOTRE in particular which continues a fine tradition of
public service broadcasting. Financial constraints and competition for
the airwaves have led to a serious reduction in RAI's fully contracted
symphony orchestras. We have already commented on the private
initiative of the Compagnia di San Paolo in Turin to retain the
orchestra for that city - the only one in Italy to have a fully
functioning symphony orchestra, opera house and modern state of the
art concert hall (Lingotto - provided through the Agnelli Foundation).
The competitive media climate has inevitably had an effect on RAI's
ability to champion new music.

High levels of opera subsidy

Italy, as the birthplace of opera, and still maintaining very strong
traditions, would be expected to show high public expenditure levels
on this art form. Since opera houses are the dominating constant in
musical life, it is difficult to disaggregate concert activity from opera
and ballet with most of the orchestras providing a variety of func-
tions. Nevertheless, we were frequently told that public funding for
opera is seriously out of balance with that for the rest of musical
activity. Habits in the major opera houses of originating all their
own productions from scratch are having to change but permanent
staffing levels in most houses are extremely high, and it is not
generally felt that the FUS criteria have faced up honestly to this
crux which is made more difficult through the national opera house
contracts which only allow for limited flexibility over working hours.
Restrictive practices and overtime payments are therefore a continuing
major problem, although there are leading examples of managements in
Italy who have successfully resolved some of these besetting
difficulties for themselves, through renegotiating agreements and
instituting rigid cost controls.

Opera in the 1980s, as reflected through the FUS-funded institutions,
was at best regularly delivering an annual ratio of 7:1 unearned
income. With relatively short seasons and extremely high labour costs
most people seem to agree that the pace of reform has to gquicken.
Once again, there is a problem in that the day-to-day relationships of
the institutions is local, while most of the subsidy is obtained from
the remote milch-cow in Rome. Geographical spread is, as has
already been noted, a further difficulty. Money follows existing
institutions which are concentrated in the north and the centre -
particularly in the former. The region of Emilia-Romagna has, for
instance, developed an integrated policy together with the major
institutions of the territory to ensure that all six of the dedicated
opera houses in addition to Bologna are adequately provided for.
Only Forli of the region's centres of population is not included since
it lacks a suitable building. Ferrara, Modena, Parma, Piacenza,
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Ravenna and Reggio nell'Emilia all feature on the FUS teatro di
tradizione list, accounting for a total of Lire 9.2 bn. in 1992.
Existing provision within the region is supplemented by recourse to
the Youth Orchestra of Europe under Claudic Abbado.

Local and regional authorities vary greatly in their contributions to
opera houses (over and above the statutory requirement to provide
buildings and space). The average by the late 1980s has been
calculated by the Associazione Nazionale Enti Lirici e Sinfonici
(ANELS) at around Lire 4.4 bn. Turin's Teatro Regio, which has
been well supported by its local authorities through a period of major
crisis, currently achieves around Lire 6.5 bn., while Palermo in 1990
gave the Teatro Massimo (closed, but with its company still providing
a service) Lire 30 bn. - more than four times what La Scala obtains
from Milan and Lombardy.

In modern times, the operational independence of public theatres and
opera houses has been established since the first such law of 1921,
when La Scala was formally set up in an agreement between the Mayor
of Milan and Toscanini. This example was followed by other cities.
The status of these theatres is now governed by a statute of 1967.

Spread of opera provision

The law on enti lirici which sets out the institutions to be funded
through central government delivers the following:

Operatic and Symphonic Institutions
(in order according to grant size)
Basic Grant Total Grant*

======== Lijre bn., ========
Milan 70.0 71.6
Rome 49.0 49.6
Florence 43.0 43.5
Palermo 40.5 40.8
Naples 36.0 36.3
Venice 34.5 35.0
Bologna 29.0 29.5
Turin 27.5 28.0
Verona 23.5 24.5
Trieste 24.0 24.4
Accademia di Santa Cecilia, Rome 23.0 24.0
Genoca 22.0 22.6
Cagliari 14.0 14.6
TOTAL 437.0 444 .4

(Source: Ministero del Turismo e dello Spettacolo)

Includes supplements in line with special laws, decrees and
application of certain criteria (e.g. fund of Lire 1 bn. for
commissioning new works, etc.)

Of the thirteen dedicated opera/ballet institutions supported by
government (enti lirici), only three - Naples, Palermo and Cagliari -
are situated south of Rome. Since the main theatre at Bari burned
down in 1992, only the San Carlo in Naples is open to serve the
entire southern area - six out of eighteen regions - of the Italian
peninsula. Yet this same area currently contains sixteen music
conservateries. The Turin opera house burned down in 1936 with its
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replacement not inaugurated until 1973 - making it difficult to achieve
anything like a 'fair' share of national resources from a virtually nil
baseline. The Region of Sicily is a high spender on music, making
substantal contributions to the Teatro Massimo (Palermo) and the
Teatro Bellini (Catania). The latter is funded by FUS as a teatro di
fradizione. We wonder how the Region will in due course deal with
the new opera house being constructed in Messina.

Percentages of total state grants
for music by area

1980 1985 1990
North 50.3 51.8 51.1
Centre 27.8 26.6 26.8
South 10.1 10.8 10.7
Islands 11.8 10.8 11.4

100.0 100.0 100.0

Annual ticket sales per 100 population (1991)

Opera/Ballet Concerts
North 6.8 7.5
Centre 5.1 7.4
South 1.5 2.9
Islands 4.0 5.8
Average 4.8 6.1

(Source: SIAE)

5.2.22 The need for more self-generated income

Although the Examiners were, regrettably, unable to investigate the
musical life of a sample of smaller towns (lively and very successful
examples were drawn to our attention), it is abundantly clear that
expenditure on opera is overdominant at state level. In the light of
Italy's traditions this is not in itself surprising but, coupled with the
universal comments on waste and inefficient practices, it must be an
area of major concern in the development of musical policy and provi-
sion against a background of greater restraint in public finances.
The enti lirici and other producing institutions, whilst legally
classified as 'autonomous', are in many cases at least 80% reliant upon
public funding for their continuing survival. This is not an indepen-
dence which encourages a drive for greater productivity at the same
time as maintaining high standards. National practices - many of
them sanctioned by the state -~ condone the status quo. We think it
is no coincidence that individual Italian opera companies prefer to
negotiate exchanges and coproductions with opera houses abroad
rather than tangle with further complexities and frustrations within
the country.

Italy, with its unique number of working opera houses, presents a
massive problem and it is easy to appreciate how the 'league tables' of
the enti lirici and teatri di tradizione came to be adopted as a
manageable solution. Nevertheless, for such a system to operate with
sufficient public support, it has to be seen to be fair. This is
clearly not now felt to be the case, and there is a need for more
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transparency and greatly improved targeting of money where it is
actually justified and needed. Issues of particular note would
currently include:

overstaffing

high salary levels

short seasons

low percentage of earned income
high ticket prices

high costs.

L 2K K B J

The crux of increasing earnings, while not restricting social access,
causes universal debate concerning ticket pricing in opera houses all
over the world. Balances have to be found, and many of the
theatres concerned have quite low capacities. According to ANELS
data, average annual seat capacity achieved runs at around 67%-70%,
often with 80% in main auditoria. The only means through which the
balance can move towards greater efficiency and fiscal reality is
therefore in determined cost controls and reductions. SIAE data
reveals that music ticket prices saw a real terms increase of 109%
between 1980 and 1990 (60% in drama).

International comparison of opera production costs are fraught with
difficulty, and can be abused. They do, however, in an unsophisti-
cated 'headline' way, focus attention on key issues within the context
of a single peer group.

Public Box Private

Sector Office Sector
% % %
Rome Opera 92 7 1
Paris Bastille 66 30 4
Munich Staatsoper 60 38 2
London Royal Opera 27 59 14
New York Metropolitan 2 67 31

(Source: KPMG/London Evening Standard, July 1994)

Although Rome's box office percentage of earned income (with high
seat occupancy ratios) is unusually low even by Italian standards, we
gathered that 10%-12% is regarded as normal acceptable practice, and
20% as exceptionally high.

The example of Turin

We noted that the Teatro Regic in Turin had, over a short space of
time, made a large improvement in its financial position through a
blend of dynamic artistic policy and the introduction of rigid cost
controls.

Percentage of turnover: 1985 1990 1993
State grant 74.08 69.36 64.46
Local authorites 12.48 13.86 15.24
Private sector 0.43 4.77 4.59
Box office 8.49 9.42 13.90

Other earnings 4.52 2.60 1.81
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Teatro Regio, Turin - Numbers of Revenue Generating Activities

1990 1991 1992 1993
Opera/ballet performances 70 73 73 90
Events in 'Piccolo Regio' 2 11 33 33
Schools projects 3 17 17 33
Main auditorium concerts 14 30 31 24
'Piccolo Regic' concerts 13 29 56 29
Educational activity in
'Piccolo Regio! 4 141
Concerts on tour in region 32 26 13 22
TOTAL 195 188 228 372

Other small scale events
(e.g. conferences, guided
tours, exhibitions, etc.) 60 361 429 495

(Source: Fitzcarraldo s.r.l. 1993)

By 1994, the company's new management was well on its way to
eliminating an inherited Lire 11 bn. deficit, had reduced full time
employees from 391 to 320, and increased the number of annual pro-
ductions in opera from six to ten. All new productions for 1995/96
will be in partnership with foreign houses (Geneva, London and
Toulouse). Season ticket sales have reduced from 75% to 49%. The
artistic policy of the management is succeeding in bringing in a new
and wider audience which has helped increase box office revenue by
almost 5% as a proportion of total turnover, as well as engaging

improved support from the local/regional authorities and the corporate
sector.

Audience development in Milan

The Examiners are aware of enlightened programmes being carried out
in some other opera houses to incerase audiences and expand their
social range. In particular, Milan's Teatro alla Scala has developed a
network of partnerships with hundreds of voluntary opeators, which
establishes rapport with around 1,500 centres in the city, the province
and the Region of Lombardy. Access to performances at reduced
prices is available to people who have been prepared for what they
are to see and hear, through classes, lectures and debates in
schools, offices, factories, libraries, etc. By these means during the
1994/95 season, 110,593 people were admitted to 174 events at La
Scala at half price or less.

b) Needs

All our informants seemed to agree that there was a requirement for
national funding policy to be much more sensitive to actual musical
needs. We also noted the lack of realistic reflection of employment
possibilities in professional music as against the Public Education
Ministry's proliferation of conservatoires producing soloists. The
post-war incremental pattern of grants to musical organisations and
institutions having been taken on rather uncritically, a thorough
review of policy objectives is overdue.
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The ‘'institutional' bias inevitably produces a rather uneven geo-
graphical spread of benefit across the country as a whole, and
companies that happen to have low budgets, or are well managed and
deficit-free, regard themselves as being penalised. The FUS
allocations are unclear in respect of targeting, and lack flexibility.
We noted that a third major opera house for Sicily is under construc-
tion in Messina. How is this going to be funded, once operational?
Regional companies are suspicious that Rome (and to some extent
Milan) receive unjustly preferential treatment, and are therefore
apprehensive about policy reviews that could, through political factors
and lack of openness and sensitivity over operation of the FUS
criteria, prove disadvantageous to them. This group of eleven
organisations are currently at the end of a 5-year package of
historically based funding levels which, last time round, they felt was
the lease unsafe solution to the dilemma even if it did not stand up to
closer scrutiny.

Institutional contradictions concerning FUS

As matters stand, the opera companies distrust the workings of FUS
but are equally concerned about the prospect of decentralisation.
Ideally, they would wish to be treated as a single peer group, with
the state funding distributed on a basis that rewards high standards
in production and management, rather than condoning mediocrity and
covering up for inefficiency. Variations in absolute levels of financial
assistance are bound to vary simply as a consequence of the physical
capacity of key theatres as the following table shows:

The enti lirici
Full time employees (1990) and seating capacity

of theatres
Emplovees Capacity

Milan 815 2,015
Rome 695 1,604
Florence 400 1,781
Palermo 550 950
Naples 409 1,500
Venice 300 694
Bologna 326 873
Turin 373 1,643
Verona 854 16,000
Trieste 307 g75
Santa Cecilia 247 1,930
Geno 309 2,000
Cagliari 247 1,330
TOTAL 5,832 _

(Source: Corte dei Conti/ANELS)

With regard to the numbers and cost of full-time employees, there are
more fundamental questions to be faced. Indeed, the overall picture
may even be more serious when numbers of additional seasonal
employees are taken into account. We have seen one survey, for
example, that takes Rome's full time equivalent numbers up to 838.
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None of our informants outside the Department of Performing Arts
credited the FUS Advisory Committee with any real effect upon
decisions, although it was pointed out that it did have considerable
concealed power, which was very difficult to exercise in the present
confused context. The short duration of ministers’ periods of office,
their current peripheral status within the Department of the President
of the Council, and historic three to five year 'deals', all seemed to
point to a concentration of power in the hands of officials who,
following the referendum result, were all the more determined to
retain it. Were the Advisory Committee to make a concerted attempt,
with political support, to institute effective qualitative and managerial
criteria, then we suspect that the FUS allocations might look rather
different. Doubtless it might be said in defence that the existing
criteria already include such measures. We can only record that the
system is extremely opaque, and that the results on the ground
suggest the need for a major rethink both as regards value for money
and artistic standards. We await AGIS' forthcoming proposals for a
new institutional framework with considerable interest.

c) Some suggestions

The Examiners believe there is a need to revisit music policy
critically. The unsatisfactory situation following the referendum
offers an ideal opportunity. The state mechanisms concerned with the
support of professional music should establish constructive dialogue
with the Educaton Ministry.

If transparent and responsive criteria for grant-aid policy can be
evolved and utilised, it may be that there is a continuing case for
treating the thirteen enti lirici as one national peer group, handled
centrally. To some extent the proof of this must reside in flexibility
in resource distribution. The teatri di tradizione and myriad other
music promoting organisations would be more appropriately dealt with
on a devolved regional basis, much closer to the needs of the people
they serve. The vast majority of those currently supported operate
from a base in, and for the benefit of, a defined area which is
regional or local.

It should always be borne in mind, however, that music, like drama,
operates on a single continuum. The public authorities at all levels
of support therefore need to be able to work in real collaboration and
in genuine dialogue with each other This calls for joint advisory
groups on a regional basis which can share views with the natonal
advisory mechanism on an equal basis. This is far removed from the
desperate remedy of retaining responsibility for Rome and Milan and
dumping everything else on the regions, which would be irresponsible
and offer the worst of both worlds.
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Policy in the contemporary wvisual arts

a) Observations

The National Report is remarkably silent on wvisual arts policy, other
than to enumerate the set amount of teaching of art history in
primary and secondary schools, the number of specialised art schools
(over 200), and the 20 university 'Academies of Fine Art'. There are
also the four instituti superiori per le industrie artistiche, which have
a design focus. Education policy obviously recognises both the
importance of the visual in Italy's uniquely rich culture, and also the
role of design as a crucial concomitant of industrial success. It
seems strange, therefore, that a national culture with such a strong
historic and contemporary wvisual bent should scarcely recognise the
present or the future in its cultural policy and aims.

Predominantly, art and artists are left to find their way in the
market. Some laws dating from the 1940s to benefit artists
individually and through guilds and associations are still regarded as
sound, but are not applied. These include copyright, which is often
infringed, 'droit de suite' (or resale rights) and ‘percent for art' (at
least 2% of building development costs to be devoted to commissions).
There appears to be no overall policy concern over artists' working
spaces or opportunities to exhibit and sell work. Data is lacking,
but we were told that there may be quite a lively black marketing
operating.

The shadow of the past

Once again, the heritage casts a long shadow, with the national policy
focus on historic buildings and collections. The raison d'étre of con-
temporary visual arts practice is ephemeral, concerned with activity,
exhibitions and the public, which is much harder and more risky to
encompass in state policy. The State's main symbol of recognition of
the importance of Italian painting and sculpture in the nineteenth and
twentieth centuries, the National Gallery of Modern and Contemporary
Art, occupies a peripheral position in the organisation chart of the
Ministry of National Heritage hidden within a general sub~category
(soprintendenze speciali ed altri instituti).

The National Gallery of Modern and Contemporary Art in Rome is
firmly rooted in its permanent collection, at which point the customary
concerns about conservation come into play. Instituted in 1881, the
Gallery's function was to collect works of the highest quality by
Iiving artists. Although this duty was reconfirmed in a modern law
of 1975, the Gallery is guite unable to emulate practice in its sisters
in other European capitals and show the work of Italian artists in a
context of other European and world movements of the same era,
lacking remotely adequate funding to enable it to purchase on the
international market in order to fill gaps in the collections.

There have been a few notable acquisitions and bequests over recent
years, but mostly of key works by Italian artists (e.g. De Chirico,
Morandi and Carra). Currently the collection consists of over 15,000
works - only a fraction of which can be shown at any one time in the
Gallery or its two smaller outposts, the Villino Andersen in Rome and
the Manzu Collection at Ardea. Futurism, as one would expect, is
well represented, but the best of Italian work would be seen to even
better advantage in a broader context.
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Local authority support

The marketplace apart, the main public contribution to the contem-
porary visual arts production comes from the local authorities. We
saw some evidence (notably in Turin) that cities and some regions
have learned the lesson from local authorities abroad of the significant
contribution the presence and activities of artists can make to urban
regeneration. The Examiners were unable in the time at their
disposal to make contact with artists' studio groups, whose views
would have been of relevance and interests.

The City of Rome's Palazzo delle Esposizioni, dating from the 1870s
and very recently restored with support from the private sector, acts
as the chief national centre for temporary exhibitions. There are
only three institutions in Italy continuously showing 'hard edge' con-
temporary work, all in the north (at Prato, Rivoli and Trento).

Major exhibitions

Italy is noted for several 'blockbuster' contemporary shows, the most
famous of which is probably the Venice Biennale. Such exhibitions
enjoy a high international reputation. Yet artists are often cynical
about any benefits from such manifestations other than to a few well
known names within the '‘international travelling art circus', and are
dismissive of the tendency to judge the success of exhibitions by
queue length rather than by quality or impact of the work.

On the other hand there was a recognition that this can be a particu-
larly difficult policy area for public authorities, coupled with the
comment that the taste of the Italian public for contemporary art is
rather unadventurous. Even allowing for the excellent spaces which
do exist, it is many years since Italy saw exhibitions of the type and
scale that are standard in Amsterdam, Paris, London and New York.

Location of galleries

Location of galleries is a factor in accessibility. The impressive
spaces being developed to a superb standard by the Region of
Piedmont at Rivoli are virtually inaccessible by public transport from
Turin. The Bologna Gallery of Modern Art is outside the city centre
and unlikely to attract any casual or 'passing' trade. (The exquisite
Morandi Museum run by the city is centrally located but very in-
adequately signposted.) In Palermo we were disturbed to hear that -
from the funding angle - it made little difference to the city whether
anyone visited the Modern Art Gallery or not. Whilst accepting, of
course, that there are dangers in looking for cash surpluses in
cultural manifestations which, as previously stated, have educational
and other benefits, investment of public money surely requires a more
dynamic attitude on the part of the management.

Formal mechanisms for helping artists

Besides the legislative (if unenforced) attempts to assist artists,
there have been occasional moves down other policy lines, such as the
merchandising law of 1982 (which deals with franchises and galleries'
rights to reproduce images), and tax breaks for artists or their
families who donate works to the State. So far as living artists are
concerned, the benefits of this latter seem to be much deferred as
there is a lengthy and bureaucratic process to be followed between
the gallery concerned and the Ministry of Finance. It is difficult to
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resist the conclusion that at state level contemporary artistic concerns
are marginalised at the fringes of structures whose design and
purpose reflect the heritage of the past rather than the living
producers and potential consumers of today.

b) Needs

The contemporary visual arts are always a difficult policy area for
politicians, and it is easy to see why no clear natioinal strategies
have evolved. Nevertheless, the predominance within the state
structures of a focus on historic buildings, collections and conserva-
tion operates against the interests of a lively visual arts sector.
This is reinforced both by the nature of the public debate and by the
structures themselves.

In the first place, the philosophy of the Ministry of Cultural Heritage
and its professional and structural apparatus is historically-based.
The competition examination for aspiring soprintendente is the same -
whatever post individuals eventually occupy - and therefore the ethos
is art historical rather than contemporary. Secondly, the critical
debate about contemporary art in the media is dominated by a small
number of individuals, some of whom also have interests as dealers in
the art market.

The public

Informants regretted the innate conservatism of the Italian public
regarding contemporary art, and we would certainly agree that
average levels of attendance at the National Gallery of Modern and
Contemporary Art are unimpressive. Nevertheless, a decline in
museum attendance is far from limited to contemporary work. Other
European countries have successfully capitalised on ‘crossover!
audiences from different art forms (e.g. between the wvisual arts and
contemporary dance) and it may be that greater self-confidence and
targeted marketing to potential audiences could deliver benefits.

Process of choice

In Rome, the Examiners were interested to hear a description of the
process through which major shows at the Palazzo dell'Esposizione are
approved. Once an idea has been developed, a project detailed and
outline professional agreement given, the fully costed proposal still
has to emerge from three separate approval procedures - by the
city's soprintendente, by the assessore alla cultura and by the giunta
(which has a standing committee on culture). Once again, the very
process betrays concern for caution, rather than inspired risk
taking.

¢} Some suggestions

Although the three high profile contemporary art shows (in Venice,
Milan and Rome) offer a platform and media exposure, their
'occasional’ nature does not seem to help to create a continuum to
which artists working in Italy can relate. The commercial market
inevitably trends to concentrate on 'name' artists whose work is
traded like any other commodity. Sales outlets, and display space for
working artists are scarce, as in most other European countries.
Critical debate and opportunity tc see work is curiously restricted to
the domestic scene (at least by comparison with Italy's peer group of
countries within Western Europe).
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Practising artists are marginal to cultural policy concerns and have
the double disadvantage of distance from, and lack of communication
with, their potential public (and consequential reinforcement of
conservative taste), and failure to benefit from the laws of the 1940s
which are not applied. Certain local authorities appear to be creating
opportunities through helping provide studio and display spaces, and
this is probably the most appropriate type of intervention. Since
such initiatives often arise out of urban regeneration policies no less
than from a purely cultural motivation, it was difficult from our
discussions to obtain a clear picture of the more general situation.

We believe that there are a range of initiatives which might appro-
priately be taken within the public sphere to improve the context for
appreciation and producticn of contemporary visual art:

* fostering a wider and more international perspective in major
exhibitions;

¢ reconsideration of the disadvantageous position which the
National Gallery in Rome occupies within the Ministry of Cultural
Heritage;

¢ applicaton of certain existing laws which would be to the
advantage of working artists, not least in the area of public
commissions;

¢ encouragement of local and other relevant authorities to learn
from examples of good practice within Italy where artists'
presence and skills assist urban regeneration;

¢ ensuring that galleries of contemporary art are adequately
funded to enable purchases of work by living artists;

¢ improved standards and more transparency in public media
comment and criticism concerning the contemporary visual arts.
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The commercial market and the consumer

a) Qbservations

In the contemporary wisual, literary and performing arts, the
Examiners were struck by the overall lack of coherent policy at any
level to encourage or support creation and production. This issue,
once again, spreads across a number of separate government depart-
ments. Film is a particularly difficult case with the problems of the
industry now registering on a European and world scale. In Italy,
the issues of television production and its influence upon film wvia
cheap foreign imports, studio space being taken up with permanent
TV sets and so on, have had a major impact.

RAI emerges with a great amount of credit for having successfully
retained its traditionally strong commitment to music, drama and
literature in the face of a remorseless onslaught from private TV and
the commercialisation of its own television channels. As the direct
employer of 13,500 staff, RAI still counts as a major producer. It is
inevitable that the pressures of selling advertising on its three
television channels have obliged RAI to redesign the shape of its
cultural output.

This is an enormously complex and, in Italy, a particularly politicised
area. With very limited time and data at our disposal, we were only
able to note some of the key trends. Nevertheless, the behaviour of
consumers within the commercial market for cultural products is one
of the most influential factors on the future health and development of
cultural life within the country - if it is to remain distinctly 'Italian’.
Article 128 of the European Union's Maastricht Treaty aims to
encourage the ‘'flowering' of the diverse cultures of the individual
member states and their regions. But to what extent is this a reality
in Italy's commercialised context, where the great performing arts
insttutions are already treated nationally almost as if they were a
branch of 'museum' culture, rooted in the past rather than construc-
tively engaged with the present, let alone looking to the future?

Film

The influence of television on cultural consumption is perhaps seen at
its European apogee within Italy, for besides the three RAI and three
national commercial channels, there are around 800 local private
channels. Against this background, the image of the once glorious
Italian film industry is of a business struggling against decline,
brought about by a combination of internal and external factors.
Whilst there is a limited amount of coproduction with and for
television, professional film makers seem to believe that the influence
of TV has on the whole been detrimental.

The colonisation of the Italian small screen (all channels) by American
films has accelerated rapidly. A consequential reduction of 30% in
Italian film production for TV was recorded between 1991/92 and
1992/93. A survey of RAI output between January and May 1994
provides the following illustrative data:
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Total No. Italian
of Films Films*
RAI UNO 487 7
RAI DUE 176 1
RAI TRE 281 1
TOTAL 944 g

% Jtalian films produced within the previous five year period

5.4.3 Levels of film production and investment

Detailed analysis of the annual data from 1980-1990 by the Report of
the Associazione per I'Economia della Cultura shows an increase in
investment away from Italian financed production in favour of inter-
national coproduction. Average investment per film (at constant
prices) has invariably been greater - at least double - over the
decade where foreign money is involved. Nevertheless, in numerical
terms, the proportion of total film production with 100% Italian
financial backing shows no very dramatic reduction,

Year No. Films Wholly
Produced Italian
Financed
1980 163 80%
1981 103 77%
1982 114 87%
1983 110 92%
1984 103 84%
1985 89 91%
1986 109 86%
1987 116 91%
1988 124 83%
1989 117 87%
1990 119 82%

5.4.4 Video

Much more significant are the trends in cinema attendance, on which
the growth in television must have been a factor. It is worthwhile
noting here that household ownership of video cassette recorders in
Italy is quite low in comparison with its comparator group of indus-
trialised countries (penetration levels in 1990):

Japan 80.0%
USA 80.0%
GB 75.0%
Netherlands 57.0%
France 56.0%
Spain 54.0%
Germany 49.1%
Italy 40.0%

{Source: EVE Mediabase CNC Paris)
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Italian market share

The actual number of operating public cinemas has declined and those
which survive are often not in the most advantageous locations.
SIAE's detailed statistics on cinema receipts over the decade from
1980-1990 show a steady decline in the relative volumes of attendance
at Italian films (and non-American produced foreign material). By
contrast, the USA's share of the market has grown from 33% to over
69%, whilst the corresponding Italian propor-tion has reduced from
43% to 21%. The trend looks consistent. Film distribution has
diminished from a yearly total of 8,210 (1980) to 4,977 (1990).
Annual admissions to cinemas, again in a very constant trend, are
downt over the decade to just over 90 million - showing a decline of
some 63%.

After the boom years, the situation in the whole industry is now one
in which dog eats dog in an area riddled with restrictive practces
and union agreements which are inappropriate for present day condi-
tons. 'Subsidy disease', we were told, makes the effects of the
vicious circle even worse. As elsewhere in Europe there is a sizeable
pool of aspiring young talent, revealed through workshops, but the
majority do not stay the course. Television is encroaching rapidly on
available studio space which further limits the possibilities for serious
film makers, although it is hoped that the influence of TV may make
some positive iImpact on poor standards of management within the film
industry.

Funds to support production

Funding for production in the sector is drawn from three main
sources. A cinema law of 1965 designates that 17% of box office
receipts is ploughed back into the industry in the proportion of 132
to production and 4% to directors and scriptwriters. SIAE, the
national public body which collects and redistributes copyright and
performing levies, is active on behalf of some areas of the industry
(e.g. composers of film scores) but finds in practice that most film
makers opt out of the state system, hoping to negotiate better deals
for themselves in the commercial world. Finally there is the public
subsidy made available through the FUS on the recommendation of
government officials and the Advisory Committee system. The
national film archive is treated as part of the heritage, and its care
is vested in the Department of Cultural Heritage where it is accorded
a rather low priority.

Since the distributed proceeds from cinema takings can deal only with
volume of trade, serious and ‘art' film makers see themselves as at a2
permanent disadvantage. The FUS safety net is, of course, designed
in part to compensate, but the amount of money available is never
remotely a match for the scale of needs, and little-known younger film
makers are particularly vulnerable. Whilst TV channels do regularly
rerun classic Italian films, current commissioning policies are very
much orientated towards the ‘safe' mass market, so that subjects
which contain serious social or critical political content inevitably tend
to be excluded. In the current political situation within Italy, this is
clearly a cultural issue of the utmost importance to the development of
civil society.
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Broadcasting

Italy, with the most fiercely competitive television market in Europe,
is an interesting laboratory for others to observe with varying
degrees of apprehension. The Examiners pursued a particular line of
enquiry into the effects of this competition on the cultural remit of
the national public service broadcasting system. As in other
European countries, the ratings battle in television tends to increase
the importance of public service radio as the main 'cultural' medium.
Under the pressures of commercial competition, RAI's three television
channels are all being diversified in output in order to maintain
audience share. During 1993, prime time viewing was as follows:

RAI 48 2
Fininvest 44%
Other private TV 8%

RAI 2 and 3 maintain cultural value in their output. Daytime viewing
figures for RAI are slightly lower, with most of the gain being taken
by smaller local television companies.

Policy on television output is increasingly dominated by advertising
and the ratings war, which leads to programming concentration on
sport and purely escapist entertainment. Research shows that there
is an increasing divergence between the RAI and Fininvest audience,
with the profile of the former noticeably more middle class and middle
aged. Measurement of what is, or is not, 'cultural' in broadcasting
output is a rather crude science, but according to RAI, the balance
is in their favour at 22.6% of output.

Entertainment Information Culture
RAI 50.7 26.7 22.6
Fininvest 75.0 16.4 8.6
RAI
It is worth noting the present sources of RAI's revenues:
Licence fee 57%
Advertising 32%

Government departments 112

The government contributions are made to cover certain specific
public information functions as well as external services and broad-
casting to the Italian-speaking audience abroad. As a result of a
rather progressive law of 1948, a small percentage of the licence
revenue still returns to support live music and theatre organisations.
RAI, however, in spite of the pressures of commercial competitors and
the dangerous dive downmarket, continues to be a major cultural
patron in music, drama and the spoken word, as well as in film.

Although the climate has turned much more chilly since the days when
RAI directly employed four full-time orchestras and a chorus and was
largely instrumental in establishing the world reputation of Luciano
Berio, there are still 40 full-time musicians in the light orchestra
based in Rome, and 90 in the Turin-based symphony orchestra with
its long and glorious reputation. We have seen how the crucial
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intervention of the Compagnia di San Paolo succeeded, at least for the
time being, in retaining the orchestra in Turin when rationalisation of
orchestral resources threatened predictable centralisation. The Prix
Italia, initated by RAI in 1948 in radio (television was added in 1957)
remains the most respected competition in Europe to mark and
celebrate imaginativeness and high gquality in broadcasting.

RAI television is still a significant player in commissioning film
production even if not on the same scale of patronage that was once
possible. During 1992, in compliance with the EU 'Film Without
Frontiers' Directive, 50% of films transmitted were European (many of
them obviously repeats), with 60% of those of Italian original. To
gauge the scale and continuing importance of RAI as a producer it
should be recorded that in 1993 out of 5,928 hours of transmission,
up to 22.6% could be broadly classified as 'cultural and educational' in
addition to films. Videosapere, a special department, has developed
out of the former RAI Education Unit, and is making informative and
specifically educational material (518 hours' worth of the latter in
1992) for transmission and sale.

Radio

RAI's three national radio chanmnels (notably RADIO TRE which has a
faithful following of well over one million or 2% of the global RAI
audience), which have comparatively greater programming freedom, in
1992 managed to record a 'cultural' output of up to 35%. Of this, 212
was serious music and 3% drama/ficion. The estimated listening
figures for the three stations are:

RADIO UNO 8.0 million
RADIOC DUE 7.0 million
RADIO TRE 1.1 million

The three stations are now merged under a single managing director
so that it is no longer meaningful to disaggregate their respective
budgets. We were told that the resources available to all three were
broadly equal, which seems to confirm that a degree of cultural
priority is being defended to the benefit of RADIOC TRE listeners, and
maintaining a shining beacon of broadcasting quality within Italy.
The other two radio stations also incorporate some artistic programm-
ing, although more often in a lighter vein. Minority language
broadcasting is also maintained and considered to be culturally
important in those regions to which it has particular relevance.

Writers, books and publishing

The literary world of Italy operates very much in the market place.
A law of 1981 exists in favour of publishing, but the major bene-
ficiaries seem to be newspapers with their direct bearing on the
political process. There is no public assistance for specialist
publishing. We came across no evidence of worked-out public
schemes of assistance to creative writers. Most of them, we were
told, are obliged to earn the bulk of their living from journalism or
university teaching. Few authors seem to be registered with SIAE -
to which they have legal access - hoping that better financial rewards
can be negotiated direct with their publishers on the basis of
contracts. Such SIAE payments as there are for authors tend,
therefore, to be restricted to the use of literature in live
performance.
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5.4.11 The public for books

5.4.12

5.4.13

5.4.14

The serious Italian book buying public is relatively small - estimated
at around 500,000 - less than 2% of the population - which probably
corresponds to the low national percentage which have been through
higher education. A 1989 ISTAT inguiry concluded that 37.5% of the
Italian population do read books. Media attention is patchy, with
some radio programmes surviving (notably on RAI's Radio 3) although
in ghetto listening slots, and any television coverage is usually
restricted to sensations or 'Top Ten' promotion. This partly reflects
the structure of the publishing trade in Italy, within which four or
five large groups with media links, and concentrated in Milan, are
responsible for at least half the national output (i.e. titles), while
the number of significant distributors is even smaller.

Small publishers

Diversity is assured through the operations of around 300 general
publishers and over 2,000 small publishing houses which largely
survive through targeting niche markets. In 1990, there were 2,540
registered publishing houses in Italy, with a further six in the
Vatican City and 33 Italian language publishers in Switzerland. So
far as national media exposure is concerned, the small firms can be
no match for the well supported PR machines of the major groups.

Concentration in Milan and Rome

Geographical distribution of publishers reflects the obvious concen-
trations in Milan and Rome:

North 543
Centre 32%
South 14%

Print and production capacity to a great extent follows the same
pattern, with Lombardy alone accounting for over 44% of the naticnal
total. Regions with a significant publishing presence, apart from
Lombardy (25%) and Lazio (19%), are Tuscany and Piedmont (both
over 8%), Emilia~Romagna (almost 8%) Veneto (over 6%), Campania and
Sicily (both over 4%).

Sales and distribution

Take up from the public library system varies but seems to offer no
great guarantee of purchase numbers on which small publishers could
make reasonably safe commercial print run calculations. Libraries
only account for up to 10% of sales nationally. From the authors'
point of view, public lending right is not operational since the Italian
government has yet to decide whether to implement the European
Union guidelines or not. Small publishers have recently cooperated
through their national association to produce combined lists of titles
by subject area for use by booksellers and libraries. They have not
yet been able to tap into the mail order market in a significant way
but are developing a scheme Kknown as 'Flying Carpet' to try and
expand potential in this area of the market through the direct mailing
of specialised subject catalogues to prospective mail order purchasers.
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Distribubon is seen as the greatest problem, with bookshops in
ancient town centres usually lacking adequate display space for over
30,000 new titles which annually compete for prominence. Taking
1990 as an average year, there were over 200,000 separate titles in
print, of which almost 88% are categorised as ‘general', with 9%
academic and 3% for children. The number of book-shops in Italy
with floor space of over 200 square metres is quite limited with
perhaps only Milan (Mondadori - linked to other major financial
concerns) having modern bookshops which compare with current
northern European trade practice and relying on huge investment.
The city of Milan during 1995, as an experiment, is offering the
Association of Small Publishers a small piazza (with good public
access) for one month to promote and sell their members' titles.
Turin's 'Salone del Libro' held every May in Lingotto attracts over
100,000 paying visitors, many of whom purchase books but who are
not usually bookshop customers.

The Examiners regret that they were unable to review the public
library system in any detail. From what they heard, there seems to
be a wide variation in standards of provision throughout Italy, with
many small comuni having to rely on wvolunteers.

b) Needs

Within the realm of commercial production there are strict constraints
on which national cultural policy is unlikely to have much influence.
It was, however, clear to the Examiners that amongst the interested
sectors, and also quite widely amongst the informed public, there is
very real concern over checks and balances within the system, and
that rampant commercialism may be having a detrimental effect upon
the quality and continuity. of Italian culture as a whole.

Above all, we had a sense that for a mixture of reasons (both
political and administrative) the government is not exercising
sufficient concern over the conditions for production and distribution
of quality goods within the cultural industries, or recognising the
extent to which the interlinking of the commercial and subsidised
within the mixed economy is a feature of much cultural production in
the late twentieth century. The desirable improved national overview
and coordination of cultural policy, which is a consistent theme of
this Report, would at least provide a vantage point from which the
relevant judgements might be made. :

c) Some suggestions

Film production, distribution and exhibition touch upon one of the
most lively areas of current EU debate, with varying views over the
desirability of countenancing further penetration of cinema and TV
outlets by 'dumped’ American products. The Italian film industry is
clearly in crisis, and it appears that existing measures to support
production and develop (and maintain) young talent are insufficient.
The decline in operating cinemas has been marked, but the multiplex
phenomenon which (together with the development of more integrated
practice within 'art' cinemas) has led to a revival in attendance in
northern Europe, does not yet seem to have had much influence on
patterns in Italy. Many residential and newly developed areas have




- 102 -

no access to good gquality screens and sound, and we believe there is
considerable potential for private development. It was surprising to
hear of examples where public authorities (outside the 'art house'
context) are operating cinemas with taxpayers' money.

Broadcasting and future regulations on satellite will obviously
continue to have crucial importance for film production as it adapts to
changing markets. RAI as Italy's public service broadcaster has been
through the most traumatic decade of its history. Despite retrench-
ment and the requirement to operate in a more commercial environment
RAI has done well in its efforts to retain quality thresholds. It
remains to be seen whether the new approach of RAI television's
thematic 'red lines' can provide continuing protection to mainstream
cultural dissemination in the face of business and political pressures.

As with the rest of Europe, we noted the difficulties which face small
publishers and independent booksellers who lack the financial muscle
to compete on equal terms with the large conglomerates. But in
finding and satisfying niche markets, and providing a service to small
population areas, they both play a wvital role in maintaining the
vitality and diversity of Italian culture. Improvements to the local
public library service are overdue and could be of considerable
benefit to both readers and the book trade itself.
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Tourism: problem or opportunity?

a) Observations

Tourism and its effects was a topic frequently raised with the
Examiners. Usually the connotations were negative -~ fuelled by fears
over the trail of destruction left by the Vandal hordes invading
Rome, Florence, Venice, Pompeii, and more recently in Assisi and
Siena. Florence, with a core population of around 400,000 plays host
to between four and six million tourist trips per year, over 60% by
foreigners (Censis Tourism Report 1992). Since the economy of the
city (and others like it) has become hugely dependent on this tourist
influx, it is obliged without remission to prostitute its wunique
treasures to the masses, who assault its fabric with bus and car
exhausts, incessant flash cameras and over exposure to human
breath. Padua's surviving mediaeval street plan is incompatible with
the tourist traffic it has to bear.

Travel of the current mass-package variety hardly promotes mutual
understanding. On the contrary, its very superficiality tends to
confirm and reinforce the clich&éd stereotypes in both directions of the
exploiter and the exploited. The conflict between exploitation and
preservation is all too real for those charged with protecting the
heritage, where the familiar issue of inadequately coordinated respon-
sibilities once again arises. The Region of Sicily (see 5.1.11) is
currently running a major international promotion of tourism based on
the island's archaeological and historic monuments, yet is not, it
appeared, in proper dialogue with those responsible concerning the
management of the heritage despite the erosion implications of a sharp
increase in visitor numbers. Both functions rest with the autonomous
region.

Creating new possibilities

Italy cannot, however, have it both ways. The tourists will continue
to come, and the economy of the country will need them to come.
The situation must, therefore, be better managed to avoid repetitions
of disasters such as 'the second destruction of Pompeii'. But at the
same time we recognise the very real fears of a switch from a conser-
vation based rationale to a US-style theme park. We have already
noted (4.6.2) the stalled plans to develop Arab/Norman historic
routes in the south of the Italian peninsula. Some of the ground-
breaking economic impact work taken to an injtial stage by the (soon
to be defunct) special soprintendenza set up following the November
1980 and February 1981 earthquakes in Campania and Basilicata seems
to point in the right direction. Some exploratory work has been done
by the Touring Club Italiano, working with the national historical and
archaeological services on ‘'themes' and routes to encourage a move
'from occupation to exploitation’.

Italy's unparalleled richness in heritage should, if sensitively managed
in cooperation with the relevant authorities, offer a positive oppor-
tunity to develop the economies of those regions which most need
help. Difficuldes, of course, occur through ’'the system'. The
'frozen' attitude to historic museum collectHons makes sub-division and
rearrangement virtually impossible and hinders the development of
new attractions in places where they would be of real benefit, or the
return of objects to the areas from which they originally came. The
open air opera season at the Baths of Caracalla in Rome has been lost
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as a result of withdrawal of permission by the state soprintendenza on
conservation grounds. The city feel they were inadequately consulted
over this virtually unilateral decision and are now in the process of
creating their own 5,000 seater auditorium elsewhere. Uncertainty
over budgets and levels of grant aid, coupled with tardy and un-
predictable cash-flow payments makes it near-impossible for festivals
to plan far enough ahead with confidence, to engage artists who will
draw widely and attract commercial sponsorship and bring in foreign
audiences.

Yet such developments would be of great benefit tc their areas
besides helping take some of the pressure off the overutilised (but
underappreciated) Kkey sites. Granted that you cannot recreate
another Venice elsewhere or provide a substitute for the Colosseum,
more ingenuity must be exercised in finding construction ways to limit
the damage. Fixation on the Classical, Renaissance and Baroque has
led to an undervaluing of the prehistoric and industrial eras. Italy,
extraordinarily, has no museum of fashion or design despite its clear
position as a world leader in both fields.

Concentrations in a few cities

According to a recently published report by the Department of
Cultural Heritage, during 1993 only two cultural attractions in Italy
achieved over one million visitors. These were the Uffizi Gallery in
Florence (1,020,972) and Pompeii (1,296,633). Only seven other
archaeological sites and eleven museums attained totals in excess of
100,000 (and almost all well below 250,000). Five of the museums
which get into this group are situated in Florence. What this demon-
strates is that Italy's varied and unregulated museums and galleries
are operating with a very different market attitude to some of the
large ‘'national’ museums abroad (the British Museum, Louvre,
Hermitage or Rijksmuseum, for example) which cater for vastly
greater visitor numbers and succeed in earning significant sums of
money from ancillary trading. Admission prices at the Uffizi have
probably reached their ceiling, but within Italian museums there is a
complete absence of staff experienced in the non-curatorial aspects of
running a successful enterprise. Three national museums in London
annually cater for well over 12 million wvisitors (1994: British Museum
5.87 million, National Gallery 4.30 million, Tate Gallery 2.23 million).
The Italian 1993 figures for the top twelve total 3,548,020 (Florence
alone accounting for 2.3 million of that number).

b) Needs

Italy needs tourists, but at the same time their influx is often
perceived as a problem. As we did not have any discussions with the
tourist authorities themselves, our impressions may be coloured by
the views expressed to us by individuals who tend to stress the
threat posed to the heritage. We received a strong impression that
those responsible for the management of Italy's economy may not in
this case see the whole picture and its interconnections. Better
planning and dialogue amongst the key agents on the ground would
bring improvements. Whilst the tourism promotion function below
national level (except in the autonomous regions) rests with the
provinces, the links with and between local authorities are clearly
inadequate. It was put to us that the regions could have a useful
balancing role.
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Visitor trends with reference to museums and historic sites are fairly
stable. With the exception of the very limited number of attractions
where the pressure of numbers is damagingly high, there is scope for
constructive development through adapting modern management exper-
tise and techniques. Some museum buildings admittedly create
Iimitations but, as we found in some of the cities, the solution partly
les in attitude. Clearly there is a general sense of unease over
access to sites and the problem of museum opening hours. The
encouraging initiative taken by the city of Venice has set a standard
for the rest of Italy to emulate.

¢) Some suggestions

Whether tourist numbers have peaked and stabilised or not within
Italy as a whole, it is clear that there is an urgent need for greater
cooperation between the wvarious authorities to address the issues of
distribution - both geographically and seasonally. Despite the
feelings of certain cultural institutions that they were almost under
siege, visitor figures and trends suggest that with improved manage-
ment, the situation is containable and could be exploited to
considerable financial advantage. With a wvery few notable
exceptions, it is actually the cities that are under intense pressure,
rather than particular sites, buildings or museums themselves. This
makes it all the more necessary for constructive dialogue and partner-
ship between the various concerned bodies, especially the local
authorities.

The 1992 Censis Tourism Report data illustrates that two centuries
after the boom of the Grand Tour, it is the northern European
cognoscenti who are giving up on Italy. The package trade -
especially from the Far East - is buoyant, although foreign visitors to
Rome, Florence and Venice have declined by a factor which varies
from -30% to -15%. Above all, the absentees from the cities are the
British and German cultivated independent travellers (though Germany
still accounts for up to 40% of all foreign visitors to Italy). These
'lost' visitors, with changed work and leisure patterns, are of the
type most likely to be won back through ‘cultural' tourism, exploring
the less saturated areas and taking advantage of weekend breaks and
off-peak periods.

'Exploration’ is still possible in Italy because of the inexhaustibility of
its cultural heritage. Improved signposting and local interpretation
could encourage the dispersal of tourists away from the damaging city
centre concentrations. This is a major challenge to the Regions
where there is already (e.g. Umbria) good practice to be followed.

The growth over recent years in new styles of holiday, such as
walking and cycling, opens up possibilities focusing on aspects of
rural life. A huge number of Italy's 30,000 notable churches are
outside city areas, and still contain a wealth of fascinating artistic
material outnumbering the exhibits in many important museums.
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Section &6 SUMMARY OF EXAMINERS' CONCLUSIONS

6.1

6.2

6.3

Process

This Review of cultural policy in Italy was undertaken as part of the
programme of country reviews being carried out under the auspices of
the Council of Europe. The agreed process is that the national
authorities concerned provide a ‘Naticnal Report' and invite a small
team of European examiners to comment. The Examiners' Report is
drawn up after a series of meetings and interviews with key institu-
tions and individuals both 'nationally' and regionally. The Report is
used as the basis of discussion between the national authorities and
the Examiners before the Council of Eurcope's Culture Committee. The
Italian Review Meeting takes place in Strasbourg in April 1995.

The National Report and the Examiners' Report

The Examiners made three visits to Italy (in October and December
1994 and January 1995). The Regions selected are shown in the
Chronology on p.ii, and details of those people the Examiners met
from pp.iii-vi. The final version of the Italian National Report (not
yet translated into English or French) appeared only after the
Examiners' Report had been produced in draft form. It was not
therefore possible for the Examiners to proceed to evaluate from a
uniform and authoritative information base.

Whilst the various drafts of the National Report presented a wealth of
information and data within a descriptive and conceptual framework,
they were lacking in self-evaluation. The Examiners' Report concen-
trates on key issues which arose as the most important questions in
the course of the review process. Most of them are common to
virtually all areas of the cultural sector where public subsidy is
involved. The Examiners found a great amount of agreement in Italy
about what was right and what was wrong, requiring reform,
although opinions were much more varied concerning solutions.

General Background

Italy's cultural inheritance is unique in its extent and unparalleled in
its diversity and continuity. Safeguarding the omnipresent past is a
responsibility of massive proportions, and there is an understandable
tension between available financial resources and a virtually infinite
task. It is also worth noting the extraordinary wealth and variety of
cultural iniHatives (exhibitions, festivals and colloquies, for example)
constantly held not just in the main cities, but also in much smaller
provincial centres. These evenis often have the participation and
support of the relevant government agencies and local authorities.

At the same time the great stress laid on the heritage of the past can
have the unintended consequence of marginalising the contribution of
contemporary cultural creativity. The rapid urbanisation of Italy and
rise in wealth over the past fifty years have led to dramatic changes
in habits of cultural consumption and production. Artists should
have a vital role as commentators and interpreters in the development
of civil society, all the more necessary in the light of the trite
quality of much contemporary mass entertainment to which Italy is
certainly no exception.
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The frequently short duration of Italian administration puts a very
considerable amount of power into the hands of the permanent
bureaucracy centred in Rome. The process of delegating powers to
the Regions, clearly set out in the 1947 Constitution, has been
delayed and only implemented piecemeal. The present unsatisfactory
situation is unhelpful to the development and effective delivery of
cultural policy (see Section 4.3).

Key Themes

The Examiners’ research and interviews in Italy produced a checklist
of constant themes which ran like a thread through all their investi-
gations. To highlight the issues here, they are set out as a series
of opposing concepts, reflecting a tension between past, present and
future, which is perhaps the strongest feature of the cultural scene
and its organisation in contemporary Italy:

¢ protection and restoration of the heritage versus their presenta-
tion and promotion to the public;

¢ the excellence versus access dilemma;

¢ production versus distribution and consumption;

¢ passive consumption versus education and active participation;.
¢+ coordination versus fragmentation of authority;

¢ decentralisation versus recentralisation at the regional level;

¢ traditional bureaucratic practices versus modern management
methods;

¢+ extraordinary, 'ad hoc' laws versus regular laws;

¢ 'special' budget measures versus ordinary budget (and planning)
cycles;

¢ direct provision by the public sector authoribes wersus an
‘enabling’ role;

+ theorisation versus pragmatic action.

The Examiners found widespread recognitibn of these dilemmas, and
noted that such opposing concepts often coexist simultaneously in the
minds of individuals and in the practice of administration.

Fragmentation ¢of Competence and Limited Overall Coordination

Competences in cultural matters are dispersed amongst at least eight
separate departments of central government. Internal and external
communication is insufficiently promoted, whilst important links (e.g.
with the Ministry of Education) are underdeveloped. There is a
significant amount of crossover with regional and local authorities,
but no institutional forum for resolving differences, or for ensuring
cooperation between the tiers of government variously empowered with
cultural competences. This results in duplication and occasional
confusion. Dispersal of competences leads directly to the situation
where no one carries the ultimate national responsibility for setting
the strategic policy framework for the overall cultural policy, while
each department independently creates its own priorities (see Sections
2.2, 4.1.).




6.6

6.7

- 108 -

There are roles for central government to be developed in the
following areas:

+ high level policy coordination;

] cooperative public sector strategy with clearer objectives:
¢ decentralisation of defined and agreed functions;

4+ setting minimum standards of operation;

+ control and implementation of legal provisions.

¢ evaluation of results.

Legal Profusion

Italy has an extremely extensive range of legislation in the cultural
field. This quantity is being regularly increased both at national and
regional level. Proliferation, especially in the cultural heritage,
seems to make implementation cumulatively more difficult to achieve.
The overlay of special ('ad hoc' or emergency) legislation in response
to particular crises or needs has the effect of downgrading the
effectiveness of standard 'mormal’ legislation. T] passage of special
laws gives the sense that problems are being addressed and solved
but in fact too often the legislative process is used as an escape
route. The Examiners concluded that too often the law was being
brought inte situations where firm administrative action would be more
appropriate and effective. The issue is not so much about the law as
an instrument of policy as of some misunderstanding of the proper
role of legislation in the process of delivering policy. There is also
an urgent and major task in codifying the existing plethora of legis-
lation on cultural matters, so that it can be reduced to manageable
proportions and be capable of more effective application (see Sections
2.3, 4.2).

Financial Management

The virtual absence of long term strategic financial management, and
government practice of dealing with fiscal allocations in single year
units, inhibits satisfactory planning. Government allocations arising
out of extraordinary legal measures lead to fluctuations in available
resources from year to year. Thus, for example, in 1988 only 27% of
the Ministry of Cultural Heritage's total finances could be classified as
'ordinary’. In the previous year the figure was 60% (see Section
4.2.5). Not only do these fluctuations render internal planning
difficult, they also adversely affect partnership working with other
public authorities and with the private sector. At the same time, a
further constraint on flexibility arises from the raft of government
fiscal rules and regulations. Virement is difficult, and last minute
spending sprees at the very end of the financial year are common
practice. Grant aid for the performing arts through the FUS (see
Section 5.2) rests on a longer planning timescale, but suffers from
the same lack of flexibility. We were also unconvinced concerning
effective targeting through present methods. Problems in cultural
policy cannot, of course, be solved through better management of
resources alone. The Examiners believe, however, that implementa-
tion could be greatly improved through making much better use of
resources on methods which are now widely harnessed to the benefit
of the sector elsewhere in Europe. Greater flexibility in financial
procedures is needed to improve the targeting of public funds and
'value for money' (see SechHon 4.2).
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The Need for Improved Articulation between Levels of Government

There is a wide variety of practice in cultural policy at national,
regional, provincial and local levels. A few regions with their comuni
have made attempts to evolve policies which are complementary and
thus provide a better range of opportunities for their residents.
There is no formally established mechanism (in spite of existing
outline legislation from 1975) for joint working either regionally or
nationally. Even within the autonomous regions there is a failure to
make connections which could and should be made. In certain regions
where the majority of the comuni are small there may be a major
opportunity for the region to act as the dominant partner in the
provision for cultural services. In others, which contain a large
metropolis, the natural dynamo may be within a city, with the region
assuming a stronger role in distribution for the benefit of the rest of
the territory. Currently at the local level extreme situations can
occur where no public authority takes up responsibility for ensuring
reasonable levels of cultural provision. Alternatively cities and
regions can vie with each other on political grounds to make large
and costly cultural gestures - but not according to jointly agreed
strategy (see Sections 4.3 and 5.2.4).

Decentralisation and Cooperation

The pace of devolution to the regions in general is obviously a
central issue to government. In the cultural field, we believe that
there is an wurgent need to establish the locally based joint
national/regional coordinating committees foreseen in 1975 as this will
enable faster progress to be made toward genuine cooperation. In
this context, the role of the comuni is also important. Their
legitimate interests are very much affected by whatever resolution
eventually happens on the question of the FUS responsibilities. The
regions, left to their own devices, will always run the risk of being
tempted to try and ‘'recentralise' functions upon themselves and
overindulge in regulatory activity. Many of the great Italian cultural
institutions are, as they always have been, firmly rooted in their own
municipal contexts, but exist within an international peer group which
transcends both regional and national government. There may be
legitimate cases where decentralisation should go all the way - on a
proper application of the principle of subsidiarity (i.e. as a result of
considering the issues from the bottom up, rather than top down).
(See Sections 2.4, 5.1.16.)

Greater Autonomy for Cultural Institutions

The Examiners feel that the overcentralisation of some cultural
responsibilities has led to political and functional difficulties. 'This is
seen more clearly in the cultural heritage and museums, but also in
the way in which the performing arts are supported with taxpayers'
money. The current structures sometimes tend to sap the energies
and commitment of those who work within them. The Examiners are
convinced that, as regards the structures of the Cultural Heritage
Ministry, there is a case for both territorial and functional
decentralisation to allow for more independent, and locally responsive,
units of control and management to be created. A degree of
devolution of authority - to regions, cities and individual institutions
- would help clarify the current complex system, and greatly improve
standards of management and return on public investment. It would
also oblige central government and its bureaucracy to concentrate
upon a more selected range of important and truly national strategic
roles (see Sections 4.4., 5.1.10).
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Management and Training

Just as there is a need to reform structures in order to bring about
improvements in standards of management, so management in the
public sector must get better in order to produce more effective
structures. There is an urgent need for the main government depart-
ments concerned to take up the challenge, escape from the prevalent
'‘emergency’ mode and introduce more advanced methods of operation.
Emphasis needs to be put on four particular aspects:

¢+ flexible and creative approaches in the use of finance;

¢ greater efficiency of operation;

¢ better distributicn and motivation of personnel;
¢ streamlining the process of delivering policy.

We believe there is a central requirement to promote sensitive training
in the appropriate skills for the cultural sector as a national priority
(see Section 4.5). Within some of the semi-autonomous performing
arts institutions and private companies operating within the cultural
field in Italy there is excellent practice and an ability to transmit
skills.

Expansion of Cooperation between the Public, Private and Voluntary
Sectors

Levels of private investment in culture in Italy are high compared
with other European countries, but these impressive sums are mostly
accounted for by one particular sector of the market (public banks).
Recent legislation to privatise these banks could prove detrimental to
cultural sponsorship, whilst other forms of support for cultural
objectives across the private sector generally do not seem to have
been as successful as was hoped. Regulations which offer tax
advantages to companies which support restoration work seem to be
perceived as too complex, restrictive and bureaucratic to be very
successful.

Local authorities are acting as brokers between the heritage and the
private sector in their areas quite effectively. There is also an
encouraging growth in non-profit foundations which are successfully
positioning themselves to achieve improvements in their area of
benefit, working with both the private and the public sectors. A lot
of voluntary energy and goodwill is being released, particularly on a
local basis. The moment is favourable for the govermment to ensure
that the regulations surrounding restoration and private sector
donation are sufficiently flexible to take advantage of existing
opportunities.

Sponsorship is expanding into other areas apart form the heritage -
notably music and opera. There are examples of incentive schemes
elsewhere in Europe which might be worth adapting as a means of the
government increasing involvement in the performing and contem-
porary arts. There is also an opportunity for cultural institutions
and performing companies to harness the expertise of commercial
partners locally to improve their own planning , management, financial
performing and marketing (see Sections 3, 4.6).
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Participation

The Examiners noted only limited national concern for participation as
an important cultural policy aim. This would seem to be the result of
(a) fragmentation of responsibilities, and (b) an overriding financial
concern with maintaining or restoring institutions and historic
evidence of the past. Local (and regional) authorites were more
sensitive to this issue, but policies tended to have a poor focus. We
believe there is an important national role to be developed in
communicating the importance of this area and, in particular, to make
it easier for local connections to be made with the state education
system. Greater prominence needs to be given to the following
issues:

¢ identifying the creative needs of the public (as locally
expressed);

¢ safeguarding and encouraging cultural practices and traditions for
future generations, including amateur activity;

¢ recognising the interests of cultural minorities within Italy and
encouraging an effective multi-cultural artistic life.

Obviously this is not an easy area for state intervention, but it is
nevertheless a matter of national concern (see Section 4.7).

The Cultural Heritage

The size of Italy's heritage, together with the cost and problems
involved in fully safeguarding it from deterioration and theft, seem to
have led to its being progressively regarded as rather burdensome.
A by-product of this view is the overshadowing of the role of the
heritage as one of the country's and Italian society's most important
assets. Whilst appreciating the scale of the problem and its con-
comitant responsibilities, as well as the dedication of the professional
staff, the Examiners were surprised at the extent to which it was
assumed that the principle of protection should have higher priority
than public access of interpretation.

The Examiners were intrigued by a paradox. Considerable sums of
public and private money are applied to the Italian heritage, and
there are also impressive amounts of professional expertise and
unstinting devotion to the task of protection on the part of the many
soprintendenti. Yet we could frequently perceive feelings of
inadequacy with regard to the high expectations laid on individuals as
a consequence of their multiple roles. There was a wide consensus
about the need for change, to be applied - in the view of the
Examiners - to three main areas:

¢+ outmoded techniques of public management in general (see Section
4.5};

¢ lack of a proper scale of priorities, and selection according to
these;

¢ limited dialogue internally and inadequate communication
externally.

Communication must be a strategic priority for the Ministry and for
the other government departments involved in cultural policy, if they
want to increase support for their efforts from both the general
public and the private sector.
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Aspirations are often set very high - so high that some of them are
quite unattainable within a reasonable planning timescale. The
absence of a regular strategic overview of objectives, which could be
realistically achievable, increases the likelihood of crises occurring.
The Examiners felt that museums, sites and projects should be graded
according to their importance or immediate needs. Earned income
requires a much higher priority. As regards attitudes to the public,
experience is often more satisfactory in civic and local museums and
galleries than in the major national institutions. It is therefore
advisable to promote:

+ smaller identifiable units of management;
¢  territorial/functional decentralisation.
(See Sections 4.5, 5.1.)

The Performing Arts

Italy, as the birthplace of opera, unsurprisingly shows high levels of
public expenditure on the art form, which takes the lion's share of
available music funding. By far the largest proportion of this (almost
Lire 445 bn. in 1992) is divided amongst the thirteen entd lirici
specified by law through the Fondo Unico dello Spettacolo (FUS).
Some of the highest standards in the world are still set by Italian
opera companies - but at a high price. Milan, which is said
currently to earn about 35% of its total turnover, is unique in Italy in
achieving anything like that level. Around 10% seems to be accept-
able elsewhere. High costs, short seasons, and low earnings (as a
proportion) are endemic.

Although FUS does make some attempt to spread money around the
country for music, these thirteen named institutions are a massive
and constant inhibiting factor on music policy more generally.
Despite the existence of an Advisory Committee which legally has
influence over the allocations, its procedures seem somewhat opague,
and there is very little variation in relative levels of funding from
year to year. Some criteria are applied, but the Examiners were
unconvinced that there is much qualitative assessment or targeting
which is sensitive to actual needs or rewards management perfor-
mance. The mismatch between the numbers of 'soloists' trained in the
numerocus Italian conservatoires and the level of intake to the musical
profession suggests that matters have got seriously out of balance
(see Sections 4.4.5, 5.2.17 ff).

Drama is going through a crisis of confidence, and has suffered some
decline in audience. The teatri stabili in particular feel they may
have lost their way and require a new lease of life. The number of
grants made through FUS is stll very high and, not surprisingly,
the local authorities (as in the case of opera) who own the theatres
are sceptical about allocation processes. The regions are especially
angry over the frustrated outcome of the 1993 Referendum, whose
intention was that the national performing arts money should be
devolved to them. This is a complex issue, but the Examiners are
convinced it should be resolved speedily one way or the other for the
good of all parties concerned - not least the arts institutions them-
selves. It is hard to detect that FUS has any real strategic policy
approach nationally and, despite the criteria, there is little flexibility
{see Section 5.2 ff).
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Contemporary Visual Art

There is legislation from the 1940s to support artists, but it is not
much applied. Public policy tends to leave contemporary visual arts
matters to the market place and, so far as collections go, the
contemporary is nationally subsumed under the Heritage. The issues
around contemporary exhibition and collection are very different from
those which affect historic collections and museums, and the
Examiners concluded that present national arrangements require
reconsideration. The weight of Italy's glorious art history risks
unintentionally making public policy towards the contemporary
somewhat insular. There is some interesting local authority practice
in the employment of artists in urban regeneration contexts, which
should be more widely known (see Section 5.3).

The Commercial Market

In relation to television and the print media, the Examiners were made
aware of wide concerns about the debasement of the culture. On the
other hand, within such a furiously competitive market, there are
severe limits on anything a strategic national cultural policy might
achieve. This dilemma does, however, underline the crucial role of
artists as interpreters of the mores of their time, and the reducing
access to the commercial entertainment-driven national television
channels. Film production is clearly in crisis, and cinema exhibition
has not yet experienced a revival on the scale which has happened in
other parts of Europe over recent years. The Examiners were
impressed with RAI's continuing commitment to schedule as much high
quality cultural programming as is compatible with maintaining
audience ratings, and with the successful efforts of small publishers
to maintain diversity within the publishing market (see Sections
5.4.12 and 5.4.14).

Tourism

The Examiners found that within the cultural heritage sector,
attitudes to tourism are somewhat diffident. Whether tourist numbers
in ITtaly have peaked or not, the 'problem' is not going to go away.
We believe that there is an urgent need for improved dialogue
between the local and regional authorities, the heritage sector and the
tourist authorities to work at solutions to the difficulties of excessive
pressure on particular sites and towns. Because of the richness of
Italy's heritage, ‘exploration' is still very possible, and more
determination and imagination is required to develop new - but
authentic - attractions away from the most threatened areas. This
could well be to the economic advantage of regions which desperately
require investment. The situation has to be managed sensitively,
with the appropriate balances being struck between protection and
promotion.

The Risk of Insularity

The Examiners made an observation which may strike Italian readers
as initally strange. It arises out of different but connected
perceptions. The first is that current public cultural policy is
predominantly internally focussed on what already exists within Italy.
The second is that a 57 million population provides a profitable
commercial market in cultural products including, for example, dubbed
films and translated books. The commercial (often conglomerate)
operators have very great power to influence and dictate public taste
and consumption, and to some extent are the 'gatekeepers' on what




6.20

- 114 -

comes in and what goes out. Italy is a large enough market to feel it
is culturally self-sufficient, but the fact that Italian is not a major
world language actually increases the power of the commercial
interests. Public cultural policy exists in parallel, but runs the risk
of being progressively marginalised. There is a danger of increasing
insularity resulting both through the internal focus of policy and the
exclusion of other innovative influences from abroad which are not
perceived as profitable. In this connection, the Italian Cultural
Institutes abroad are important two-way channels of communication,
whose roles and significance may be being underestimated when
viewed from Rome in a purely national context.

Final Thoughts

The financial allocations from the government for culture are sub-
stantial by European standards, although most people we met felt they
were insufficient. This Report questions the Ilargely dominant
emphasis put on preserving the heritage, in itself a limitless task.
More circumscribed ambitions, coupled with a more articulate definition
of priorities in the wider field of cultural activities, would probably
vield better value for money. We also suggest that sharper attention
be paid to the issues of more advanced management practices, of more
streamiined policy making procedures and of better coordination
amongst the government agencies and tiers concerned.

The Examiners perceived awareness of these needs in government as
well as within the bureaucracy. The seedbed of a more innovative
approach to the various segments in which Italian history and
administrative practice have subdivided national cultural policy is
prepared. The Ministry of Cultural Heritage, for example, seems to
have entered a phase of new thinking, albeit cautiously, in the last
three years. The watershed was probably represented by the
Ronchey Law of 1993. This legal provision allows for a certain
degree of devolution of responsibilities. For the first time it also
offers a role to the private sector in cultural services to supplement
that of the public agencies.

The Examiners were impressed with the qualifications, dedication and
commitment of the considerable number of people they met. Yet some
of those professionals’ vision, idealism and energy appeared to be at
odds with what was perceived as 'the system'. Our conclusions focus
inwards upon Italy rather than outwards. Whilst many of those to
whom we spoke were, as individuals, aware of good and potentially
helpful practice followed elsewhere, the Examiners were surprised at
the only limited will at bureaucratic level to translate this awareness
into positive action. We also noted some reluctance to pay heed to
the many interesting examples already available within Italy itself.

At the same time we appreciate that a lively debate is now taking
place within government departments on the prospects opened up by a
more managerial approach to cultural property and production and on
the benefits of greater autonomy for major public institutions. The
latter is an objective which the current Minister for Cultural
Heritage, Professor Antonio Paolucci, has clearly made a top priority
for government action.
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Virtually everybody the Examiners interviewed - whatever his or her
respective role and responsibility - seemed to accept the need for
change, and often radical change at that. However, this realisation
was more often than not coupled with a wish that a step by step
approach be taken. We frequently detected a St. Augustine of
Hippo-like subtext of "but not yet". We respectfully urge the Italian
authorities to accept that time is of the essence in a world, and a
Europe in particular, where there is increasing interdependence, not
least in the field of cultural policy and activity.
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SECTION 7 REPORT OF THE CULTURE COMMITTEE'S DEBATE,

7.1.

7.2
7.2.1

7.2.2

7.2.3

7.2.4

7.2.5

7.2.6

STRASBOURG, 26 APRIL 1995

Introduction

The Chairman of the Culture Committee, Mr Norbert Riedl, welcomed
everyone to the tenth meeting and, in particular, the Italian Minister
for Cultural Heritage, Professor Antonio Paolucci, his colleagues and
the panel of European examiners. Mr Riedl reminded the Committee
that it was now ten years since the programme of national cultural
policy reviews had been instituted.

Opening Statements from the Examiners

Mr Augustin Girard, Chairman of the Examination Panel, paid tribute
to the programme of reviews - suggested by Sweden in 1984/85 - and
noted that the exercises undertaken had all proved to be important
watersheds for the countries concerned. In the case of Italy, which
was in the process of undergoing Ilarge-scale transition, the
Examiners had sought to balance what they could contribute to help
the situation in Italy with what Italy - the 'cultural homeland' for all
par excellence - offered to the world. Mr Girard outlined three
examples of practical cultural initiatives noted by the Examiners, and
which indicated that natural solutions were evolving in Italy from
within civil society.

Naples: The independent foundation, Napoli 99, was working with
the soprintendenza and the mayor on a cooperative joint effort to
transform the image of the city. This was achieving positive success,
and the Porte Aperte open days, which twinned particular schools
with historic monuments and churches, was producing some fascinat-
ing results, largely through intelligent communication.

Turin: The Castello di Rivoli, one of the summer palaces of the
House of Savoy, was undergoing restoration and conversion into a
major contemporary art gallery to superb standards. 'Ownership' of
the project was 51% Piedmont Region and 49% local private sector
companies which had a stake in improving the image of Turin and its
surrounding area.

Bologna: In an extremely entrepreneurial city, a private company,
AICER (Agenzia di Iniziative Culturali dell'Emilia Romagna) had been
established with private capital to create, manage and distribute high
quality art exhibitions. Important catalogues had been published and
shows were now being organised abrcad as well as within Italy.

The Examiners had been impressed with the dedication and pro-
fessionalism of those they had met, ranging from archaeologists, art
historians and restorers to the special unit of the Carabinieri working
to combat the illegal traffic in works of art. The Minister himself was
a distinguished art historian, and the quality and complexity of
private sector sponscrship of the heritage was notable (particularly in
Rome).

The Italian debate about striking an appropriate balance between
protecdon of the heritage and introducing modern management
methods was lively and current. Since the initHative of former



7.2.7

7‘2'8

7.2.9

7.2.10

- 117 -

Minister Alberto Ronchey, Parliament was engaged with the issue in
connection with museums, The Prime Minister's Office had
commissioned and very recently published a report on Cultural
Economics - the outcome of work by experts who had been involved in
and inspired by Council of Europe projects and working methods.

In the limited time available, the Examiners could not have hoped to
build up a complete picture, and had therefore taken as their point of
departure key issues on which previously completed Evaluations
converged. Conscious decisions had had to be made to exclude
certain complex issues, such as the media, and the relationship
between the formal education system and culture. Mr Girard
observed that reviews of cultural policy often had a delayed effect,
and that it could take a generation to change cultural policy. He
hoped nevertheless that the Examiners' Report would help accelerate
the process of change in Italy by enhancing awareness at political
level of cultural issues and through helping to unlock resources which
matched up to Italy's immense heritage.

Mr Christopher Gordon, the Rapporteur, commented on the Group's
stimulating and enjoyable experience in Italy. The many positive
aspects were taken for granted, and the Examiners' Report inevitably
concentrated on problem areas - which were also those most
consistently raised by Italian interlocutors. The Italian authorities
had recently rewritten the conclusions to their National Report, which
partially tried to respond to the Examiners' conclusions. There was
clearly a good deal of consensus over the need for a range of
reforms, although opinion might vary about timings and triggers.
The concentration on Heritage in the National Report, and as
represented in interviews throughout the examination, meant that
important aspects of cultural policy (such as contemporary artistic
production, participation and cultural minorides) were under-
represented.

The structure of the Examiners' Report led up to an analysis of key
issues which threw up common problems right across the sector
(chapters 4 and 5). Lack of trust and open communication seemed to
be a significant difficulty at and between every level - national,
regional, provincial and municipal. Lack of clarity and the
perpetually deferred transfer of legal competence from the centre led
to 2 huge amount of frustration, waste and duplicaton. Whilst levels
of attainment (in restoration, in some of the performing arts) could
be very high indeed, there was no monopoly of wisdom or expertise
at the centre, and the Examiners were surprised at the 'national’
level of ignorance or dismissiveness in central government towards the
many encouraging examples of good practice at the local level.

With the widespread dispersal of cultural functions between central
government ministries and departments, some issues tended to get lost
in the 'grey areas'. Since subject areas tended to focus on one
particular part of the central government machine, there was often a
general underappreciation of the impressive resources which the
Italian State devotes to culture as a whole. However, the Examiners
were convinced that failures in planning and management often
resulted in poor value for money for the Italian taxpayer, and a
continuing low political priority - neither of which was in the
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interests of culture or the heritage. The major direct responsibilities
which were still retained by central government actually seemed to
inhibit the development of a clearly defined and unchallengeable role
in setting standards, coordinating priorities, monitoring and
assessment and the dissemination of good practice.

Fragmentation at central government level was mirrored in the regions
and municipalities, which also often suffered from conflicting
competences and lack of clarity in the approach to cooperation.
Improved coordination and communication were vital if all the various
tiers of government were to respond effectively to the mutual
challenges they faced. Mr Gordon did not believe (as suggested in
the National Report) that these issues could be resolved on a
voluntary basis, but felt that there was an urgent need for stronger
rules on cooperation, together with more clearly defined roles. There
were, however, examples of progressive practice in this regard {(e.qg.
Emilia Romagna, Umbria, Venice, Tuscany).

Major cultural institutions tended to have a much higher visibility,
and they often seemed to be able to secure funding because of their
very existence, rather than as an actual response to quality of work
or their providing for a clear public need. Opera houses and
theatres generally seemed to regard their relationship with central
government purely in terms of access to public money, whereas the
brokerage over other public source of finance and the private sector
might more effectively rest with the cities concerned. Better
consideration, combined with adequate flexibility, would allow for
other sources of funding and support to intervene. Lack of trust at
political level between the government, the regions and the major
cities had to be tackled. Cultural policy tends not to be a party-
political issue, so that the context for constructive cooperation
already exists. The Minister was invited to comment on this situation
and, in particular, on what steps might be taken to improve co-
ordination whilst reducing conflict and duplication.

Opening Statement by Professor Paclucci

The Chairman thanked the team of Examiners for their work,
welcomed the presence of Mr Vedovato (former President of the
Parliamentary Assembly of the Council of Europe), and invited the
Italian Minister to address the Committee.

Professor Paolucci praised the perceptive and sensitive work of the
Examiners and emphasised his personal commitment to the whole
process, demonstrated by his presence and in the high Ilevel
representation he had demanded from his Ministry. Observing that
the Examiners' efforts deserved recognition across the whole Italian
cultural spectrum, the Minister undertook to answer all points put to
him which were within his specific area of competence.

Acknowledging that both the National Report and the Examiners'
Report well understood the singularity of the Italian cultural system,
Professor Paolucci reiterated some key factors for the benefit of the
Committee. The cross-currents gave rise to many contradictions but,
because of the complexities of the Italian system, reform had to be a
carefully managed process. Of crucial importance were the following:
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¢ the contrast between the fantastic wealth and diversity of Italy's

cultural heritage, and the lack of proper political recognition for
it;

¢ heritage protection had traditionally been highly centralised but

the only way to achieve the desired result was through widely
diversified mechanisms.

7.3.4 Italy was a country of a thousand capitals where there were often

7.3.5

enormous differences even between neighbouring cities separated by
just a few kilometres. These differences, as observed by the
Examiners, contributed to the wealth of Italian culture, which was the
image of Italy perceived by the rest of the world. What seemed
obvious to the rest of the world, and which had to be safequarded,
was insufficiently recognised by central government whose policies
were inadequate for the task. Culture had to become a key political
issue of central and national importance, equivalent to health or
education. The centralised wview over heritage protection had its
value but the balances between safeguarding, restoration and
exploitation had gone wrong. Too much centralised bureaucracy had
created unnecessary conflict with the regions, provinces and cities,
as well as leading to unacceptable delays and mismanagement.
Ideally, there should be no difference in aims or methods between the
soprintendenze of the State and the assessorati more locally.
Resolution needed to be found in much less cumbersome state
machinery which was strong and authoritative - but light. This
should allow for much freer interplay of the various agencies
involved, including the Church and the Banks.

Agreeing with Mr Gordon's comments on unhelpful fragmentation
within the Italian system, the Minister said he was pleased that the
Examiners' Report recognised the signs of some 'movement' and that a
thaw was starting to take place. He also concurred with Mr Girard's
observations on Naples, which he regarded as an important
'laboratory’ in the process of making the State's roles and structures
more effective and positive. Transforming the view of the State as a
primarily regulatory obstacle to that of a catalyst to release initiative
and cooperation was one of his tasks. The findings and observations
of the Examiners’' Report provided building blocks which were very
helpful to the Minister in his reconstruction work. The specific
issues identified relating to:

+ institutional autonomy;
4 rationalisation of resources; and

+ modernising management methods

would all be usefully followed up by the Ministry. Action had already
been taken in Parliament affecting key national institutions. Whilst
stopping short of full autonomy, the aim was to accelerate progress
towards effective organisations better able to meet the needs of the
modern public. The Minister welcomed the Examiners' analysis, which
made them 'comrades-in-arms' in their joint desire to protect and
enhance Italian culture in all its forms.
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Initial Comment and Questions from the Committee

The Romanian delegation, on behalf of countries which have recently
joined the Council for Cultural Cooperation, expressed gratitude to
the Italian authorities for help in training heritage and conservation
professiconals.

Austria, aware of a programme for the Greek-speaking minority in the
south of Italy, and picking up on the Examiners' Report's comment
about lack of information on cultural minorities in the National Report,
requested further information about policy for minorities. The
Albanian delegation commented that there was an important Italian
contribution to many aspects of Albanian life. Support from regional
and local authorities in the south of Italy for private initiatives had
been important in helping Albanian culture to survive and, in
general, for 50 years Italy had been Albania's 'window on the world'.
Mr Jacobucci, speaking on behalf of the Ministry of Foreign Affairs,
pointed out that the Prime Minister's Office had a policy of
encouraging minority participation through broadcasts (in their own
languages) and through the development and dissemination of their
traditions.

Both Malta and San Marino alluded to benefits which had accrued to
them from proximity to Italy. The latter was interested in the new
laws on museum autonomy.

France requested a more detailed discussion on the important issue of
a possible single cultural ministry in Italy and current links between
the various ministries. In addition, the French delegation was
interested in pursuing the question of the Ministry for Cultural
Heritage's communication policy, both in relation to the public and to
State employees working within the sector.

Legislation

On behalf of the Examiners, Mrs Vesna Copi¢, herself a lawyer,
presented some thoughts on the legislative context. The Group had
been surprised at the quantity of legislation on culture and by the
common misconceptions about its use. Far from ensuring trans-
parency in the system, confusion seemed to arise through overuse of
the law. For example, laws passed to provide extra funds to meet
emergencies or disasters were too often used to give the illusion that
the problems had actually been solved. The evidence suggested that
the ad hoc overuse of legislaton gave rise to duplication of
competence (at different tiers of govermment), lack of clarity over
responsibilities, and a ‘legislative jungle’'. Ironically, the most
frequently heard solution was for the adoption of yet more new laws,
rather than codification and application of existing ones.

There was no up-to-date overall legal framework which set clear
standards or defined competences at the various levels and therefore
no possibility of achieving an integrated cultural policy across the
large number of government departments involved (nationally,
regionally and locally). As a direct consequence of legislative over-
kill, implementation was extremely difficult and led to all sorts of
weaknesses throughout the system. The Examiners had concluded
that a review of current laws on the statute book could determine
which legislative solutions were worth pursuing. This might lead to
the following three-stage cycle:
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1) review, codification and selection;
2) setting common minimum standards;

3) allocation of competence to the appropriate levels.

On this basis it would become possible over time to monitor and
evaluate progress and to see that legislation was implemented.

Professor Paolucci agreed with the basic analysis, whilst noting that
radical change could not be delivered overnight. His personal
feelings concurred with those of the Examiners with regard to the
excess of laws, although he was prepared to defend the practice of
passing special laws where there was a genuine emergency. During
his period as Minister, he intended to keep legislative activity to the
absolute minimum necessary. He agreed that the time had now come
for a single codifying law to be tabled which determined competences
between layers of government once and for all. This was the
Minister's response to meet both Mrs Copi¢'s and Mr Gordon's
questions, but it had to be seen in the context of a wider reform of
government and administration, and of a policy situation which was in
a state of flux. There had to be consistency amongst reforms.

Italian Heritage - Asset or Burden?

On behalf of the Examiners, Mr Theodoor Adams raised the issue of
the relationship between the Italian heritage and its management and
conservation. The problems seemed to be structural rather than
linked to people. Whilst accepting that the all-pervasiveness of the
Italian heritage meant that its management and protection was a truly
Sisyphean task, the Examiners had the feeling that an overdeveloped
historical awareness was often an inhibiting factor in the development
of practical approaches to problems which could be solved. The very
size of the 'burden' was used as an excuse for not tackling heritage
matters pragmatically and incrementally.

Mr Adams went on to cite two particular aspects which had made a
keen impression on the Examiners.

¢ Contemporary Art. Responsibility was subsumed under Culturai
Heritage, whose priorities and concerns were for the most part
out of sympathy with it. Much contemporary artistic practice
was antithetical to the historical, museum-based tradition.

¢ The National 'Catalogue' of Heritage Sites and Objects. This was
a truly massive undertaking which, whilst being thoroughly
researched, was making very slow progress (it was launched in
1970). The available resources in no way appeared to match the
aspiration (some 30,000 churches of note and their contents had
to be added to all the state property). Within the context of
this scientific recording system, there was no prioritisation or
means of identifying what had to be preserved at all costs and
what was of lesser importance. Similar concerns had been raised
by the Examiners with regard to practical progress on restora-
tion following the 1981 earthquake affecting Campania and
Basilicata.
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Professor Paolucci described the responsibility of looking after Italy's
heritage as both a "burden and an honour". He accepted that
contemporary art might seem a marginal consideration since there was
no specific policy for it. The main reason for this was to be found
in the rejection of the notion of 'state sanctioned art', which came as
a powerful reaction to practice in the Fascist Era. This view was
still quite strongly held 50 years later. The Examiners' Report had
recognised the key importance of certain institutions (e.g. the Gallery
of Modern Art in Rome and the Venice Biennale). Nevertheless, the
Minister believed that the Examiners had justifiably identified a policy
vacuum in relation to the support and encouragement of young
artists. The solution was probably more down to the cities, where
there were opportunities to be developed, than to the central state.

The Minister was wary of making judgements on the effectiveness of
earthquake restoration on the basis of analysing figures. Damage
took a long time to repair, and the task was being accomplished to
the highest professional standards. So far as the Catalogue was
concerned, some 4 million items had now been recorded on the
inventory ~ perhaps one-twenftieth of the possible total. Despite the
size of the undertaking, the detail and scope of recording was felt to
be of the utmost importance: according to the Carabinieri, 20,000
cultural objects (mostly from churches) were stolen every year. This
was equivalent to the annual loss of the contents of ten average sized
museums. It had to be borne in mind that it was not only museum
curators and site managers who had responsibility for preserving
Italy's heritage: priests, monks and nuns were also (necessarily) the
custodians of the treasures amongst which they lived and worked.
Italy, having had no Lutheran Reformaton or French Rewvolution, had
escaped devastation and pillaging in monasteries and churches; hence
the immense scale of its surviving heritage in situ.

Professor Paclucci was open to any constructive suggestions on better
ways of protecting and sharing Italy's heritage. He felt that
solutions could only be introduced incrementally (as, for example, in
Tuscany where important items from churches were now entrusted to
museums for protection). The situation was too complex and the task
too great to permit of any generally imposed solution to try and deal
with everything at once.

Cooperation between Ministries

In response to the earlier question from the French delegation, the
Minister stressed the inherent dilemma in the relationship between
culture as heritage, on the one hand, and culture as tourism, on the
other. It was incontestable that in cities like Florence and Venice
tourism could be a destructive force owing largely to lack of variety
or imagination in itineraries. He agreed that it was very important
for better working links to be established between his Ministry and
other relevant bodies. Whilst he would welcome improved cooperation,
he did not believe an imposed 'solution' would be capable of achieving
what was hoped for. Everyone already had too much to do, and the
answer lay in establishing a practical link from the bottom up. The
Examiners had noted the rationalisation of museums in Venice, and
Professor Paolucci had himself, as soprintendente, helped establish a
'contract’ for Florence between the city and central government
whereby a single ticket purchase for entry to numerous museums and
sites spread attendance and took pressure off a very limited number
of key attractions.
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With regard to communication, the Minister drew attention to his
Ministry's publications in the field of archaeology and heritage, but
acknowledged that there were useful lessons to be learned from
elsewhere in Europe about communicating at a less 'specialist' level
with the wider public. The Examiners had made some helpful
suggestions, which were noted. In particular, the Minister agreed
with what had been said concerning the need for much better linkage
between his Ministry and the formal education system.

Crisis Management

Mr Adams drew attention to the inherent contradiction between the
ability to work in a practical and planned way, and the tendency
towards 'crisis management' which the Examiners had noted to be rife
in Italy across the cultural sector as a whole. The picture the
Examiners had built up was one of either feverish activity to try and
find last minute solutions, or else stasis. They felt that there was
an urgent need to move more helpfully onto the middle ground where
a more strategic, planned approach should be possible, with priorities
being set and achieved. A ‘'normalisation’ of activity might bring
more benefits to vexed issues, such as the sharing of museum items,
or greater rationalisation of collections.

Professor Paolucci accepted that the Examiners had pinpointed and
provided evidence of a major Italian problem which was endemic
throughout the crisis-ridden public systems. Response to crises had,
indeed, led to the abandonment of long-term planning. As a
Minister, he would be content to be judged on achieving a range of
limited but properly defined aims, notably the acceleration of
completing work on the Catalogue, and putting a number of major
museums onto a sounder footing.

Participation

Mr Adams expressed the Examiners' surprise that the issue of public
participation was barely registered in the National Report. Education
was clearly a useful route for improving the relationship between the
general public and the cultural sector (and the heritage in
particular). Amateur participation in the performing and wvisual arts

also seemed to have a low profile, and the Examiners’ enquiries on
visits to Italian cities had not produced any significant evidence.

The Minister felt that restoring the Italian public's awareness of , and
respect for, culture was a very important objective, and agreed that
more should be done through the education system. He suspected
that the Examiners would have come across greater evidence of a
range of amateur activity had they had more time at their disposal to
visit a range of smaller towns, where (as he had tried to indicate
earlier) there were different traditions and a history of greater 'self-
sufficiency' than was the norm in the major cities.

Tourism

The Canadian delegation drew attention to the issues of cultural
tourism and economics. This was a complex issue which had its
positive and negative sides, as discussed in the Examiners’ Report.
In Canada, the various ministries concerned (including the Industry
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Ministry) had a regular means of sharing common issues. Could not
something similar happen in Italy? The delegate from the Holy See
referred to the preparations for the 'Jubilec 2000' in which both the
Italian State and the City of Rome were heavily involved. Tourist
guides could have an important educational role.

Professor Paolucci remarked upon the contrast between 'mass’' and
'cultural’ tourism. In his role as a soprintendente, with
responsibility for the Uffizi Gallery in Florence, he was as aware as
anyone of the unfruitful nature of mass tourism directed towards a
rather limited number of attractions. To him, travelling was a
combination of freedom and culture, as he had recently experienced
following the Santiago di Compostela route. He agreed that there was
a pressing need for better coordination between the responsible
authorities, something he had tried to achieve personally. The
millennium celebrations in Rome clearly demanded urgent coordination.

Mr Jacobucci added that the effects of increasing tourism were a
world-wide problem. Properly managed tourism could be of positive
benefit in terms of enabling the heritage to be enhanced. It was
wrong to equate the possible negative effects of tourism with
atmospheric pollution or the depredations of theft or worse. Never-
theless, it had become clear to the Italian archaeological services that
damage was done by tourists and that in extreme cases the only way
to protect some sites was to close them (as had happened with certain
Etruscan tombs, for example). A sclution was required at world level
to reduce, and improve the handling of, visitors at sites of major
importance.

Publishing

The delegate from the Holy See drew the Committee's attention to the
extraordinary number of small publishing houses in Italy, and
enquired whether the Government had any specific policies to support
them. The Minister acknowledged that the Examiners' Report had
remarked favourably on their important role in ensuring diversity in a
very tough market. He himself had been amazed to discover only
recently the number of small houses south of Naples which, for
example, successfully published the work of local poets or short story
writers for rather small markets. He agreed that the existence of
these publishers was an important defence against the monopolistic
concentrations to which he sometimes feared that Italy - and Europe
more generally - might fall prey.

Performing Arts

Ms. Cornelia Diimcke, on behalf of the Examiners, presented their
conclusions on the performing arts. As a consultant working with the
theatre, Ms. Dimcke was very familiar with the decline of audience
for live theatre and other threats posed by economic and social
change. The Examiners felt that the situation of opera, music, dance
and drama in Italy deserved closer attention than it appeared to
receive. The team's agenda had been dominated by heritage concerns
and it had been found quite difficult to engage with performing arts
issues at the level they had wished.
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Nevertheless, the Examiners had been able to build up a rather
consistent picture of conditions from all the institutions and
practitioners they had interviewed and met. The FUS had had limited
success but lacked transparency of operation (both with regard to
criteria and evaluation), effective targeting of resources and
prioritisation in the grant-aid programme. Opera (and, to a lesser
extent, music) emerged as much the most generously subsidised area
of work, but there was a notable absence of clear criteria through
which results (qualitative and quantitative) might have a bearing on
future FUS allocations. The Examiners felt obliged@ constantly to
question value for money. Furthermore, the way the major national
grant-aid programme was handled raised questions about a lack of
concern for contemporary creation and production, as opposed to the
recreation or reinterpretation of repertoire works from the past.

By comparison with music, drama was underfunded. It appeared to
be in crisis although the reasons for this were more complex than just
finance. It was hard for the Examiners to detect any real strategic
government approach to the sector beyond maintaining subsidy to
certain high profile theatres or drama companies. Neither social nor
cultural responsibilities seemed to enter into the FUS grant-aid
process. Given the local roots and traditions of almost all the drama
companies, the Examiners were bound to question that rationale by
which such a high proportion of the public subsidy was allocated
through central government.

Dr Franca Di Palma replied on behalf of the relevant Department.
She explained, for the Committee's understanding, that the Council of
Europe's Evaluation of Italian Policy happened to have taken place at
a time of radical upheaval. The Ministry of Tourism and the
Performing Arts had been abolished by Referendum in 1993, and it
was only in a decree of March 1994 that the continuation of the
present Department had been secured. The decree had not yet been
translated into statue, leaving Ilegislative uncertainty. National/
regional responsibility was complicated and, although it was stiil
planned to transfer some competences to the regional level, there was
still the question of defining a significant 'national interest'.

The privileged position of opera and music was partly rooted in
Italian history. This made certain opera houses, for example, equally
important both regionally and nationally. Turin having been a capital
city, it would be unthinkable for central government to decide that
its opera company should not be funded. A single law dating from
1977 governed the structures of operatic institutions from the state's
perspective. It could be argued that in this area there was a need
for greater legislation. A more recent law on cinema (1994) included
a provision on operatic institutions, which began to take account of
productive capacity in order to begin to pay attention to managerial
aspects. There was now an expectation of movement towards a
'framework’ law setting out general regulations but leaving the
question of standards to the individual opera companies.

The Department was well aware of the need to ensure that public
fund were utilised to maximum advantage. Efforts were being made to
make better use of regional, local and other funding. In its current
Phase, the Department was trying to redefine competences and to




7.13
7.13.1

7.13.2

7.13.3

7.13.4

- 126 -

examine legislative options. In the meantime, FUS was obliged to try
and balance many legitimate conflicting demands - such as additional
funding for children's theatre (from teatri stabili), or for bringing in
well-known operatic directors. In response to a question from the
delegate from Iceland, Dr Di Palma commented that, as acknowledged
by the Examiners' Report, theatre styles and traditions in Italy
tended to correspond to regions which meant that the creation of a
truly 'national' theatre was not a sustainable notion.

Concluding Statements

Mr Girard thanked the Italian delegation for all the help given and
patience shown to the Examiners in Italy while they were learning
about the complexities and special characteristics of the Italian
system. The Team was particularly grateful to the Minister for
having come in person. Mr Girard's feeling was that the session had
marked the beginning of a process. It was clear from the Minister's
frankness and openness - and from the new conclusions to the
National Report - that there was much agreement between the Italian
autherities and the international Examiners as to what improvements
needed to be made. It was important to note that the impact of
previous Reviews on other countries had not been immediate. In
France, for example, the Reports had gone into several reprints as
the pace of public and professional interest had quickened. Two
years after the conclusion of the exercise, a new French Minister of
Culture had asked for the Report's conclusions to be reviewed. The
same long-term influence could be detected in other countries which
had been through the process.

Mr Carl-Johan Kleberg underlined his agreement on this point, which
was very much the case in Sweden. He agreed with Mr Girard that
the process itself required much goodwill and hard work in order to
come to a successful conclusion. finally, Mr Girard expressed his
thanks to the Council of Europe for having persevered with
organising the Italian Review, often under rather difficult
circumstances.

Professor Paolucci, for his part, concluded that his delegation would
be returning to Rome satisfied after a stimulating opportunity to
discuss his professional -~ as much as his ministerial - concerns with
expert individuals who had a feel for and understocd the problems.
As it happened, the direction of the reforms which the E=xaminers
were proposing was very much in keeping with his own professional
judgement, which was extremely useful, from a political point of view,
in planning appropriate action.

The discussion was formally closed by Mr Riedl, who thanked the
Minister and his delegation and the Examiners and expressed the hope
that member countries would continue t¢ join the Council of Europe
programme of national cultural policy reviews.






