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II1.2.4 General view of the budget

*Note that the state subvention for the ballet school is part of the income of the ONP.

Fig. 7a and b: Income ONP 2004 and 2005
Figure 7a and b offer the possibility to comparethe income for 2004 and 2005.
Thesearesubdividedherein to statefunding, ticketingincomeandtypesof income
including tours, sponsorship/patronagguidedtours and audiovisualactivities. The
most important shifts within this part of the income are located within
sponsorship/patronagend tours. The new managemenhasincreasedicket prices,
but this did not influence the attendanceof performancesand thus led to an

important augmentation of the theatreOs income.

Fig. 8a and b: expenditures ONP 2004 and 2005

Compared to 2004, the division of the expenditures stayed largely the same in 2005
(see figure 8a and b), though there is an important increase in costs linked with the

artistic production. This was and is an explicit choice of the new management.
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In this overall budget, the expenses for the ‘Jeunes Public’ — programme are for
2004 ! 357,000, being 1.09% of the ‘artistic production costs’, and in 2005
I' 320,000 or 0.85% of the ‘artistic production costs. Thus the programme runs on
modest resources compared to the overall budget of the House. One has to note
though, that the project ‘Dix Mois d’école et d’Opéra’ is not part of the Opéra’s
budget, but funded by the Ministry of National Education.

II1.2.5 Education within the company

It wasthe OpZrade Paristhat startedin 198283 with the fir st servicejeunepublic
(young audience department),although I00pZrade Lyon already programmed
performancegor youngsterdrom 1976 onwards(Le Loup des neiges by Malcolm
Williamson). Avignon followed the OpZraNationalin 1984.Both housespioneerin
quite different styles. The OpZraNational de Paris orientatedits work towards
workshopsguidedtoursand performancesledicatedo a youngaudience Avignon
startedwith free schoolmatineesandaccesdo the dressrehearsalsA secondwave
of actionstowardsa youngaudiencedollowed in the 90s.Nantes(1990), Strasbourg
(1992), Lyon (1993), Toulouseand Rennes(1995) followed by Bordeaux(1996)
createdpostsexclusivelylinked with a youngaudiencgKayas2002:51). Todayall

lyrical theatres have progmmes for a young audience.

111.2.5.1 History of the educational activities at the Opéra National de Paris

The service animation et jeune public (the department for workshops and young
audiences programme) started with a production for and with children, workshops
for body and voice and exhibitions for children since the Opéra provides opera and
dance. The department was first based at Palais-Garnier and moved in 1990 to the
Opéra-Bastille. With the move to the new theatre the programming of performances

for a young audience was added to the activities of the department.

The departmentconsists of a head of department,an assistantand student
apprenticeships. For the workshops the department relies on freelancers.
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In 1991 the project Mix mois d'Ecole et dOpZra@levelopednext to the service
animationet jeunepublic. The programmestartedwith along-term projectinvolving
classedrom schoolsbasedn the banlieueqthe backyards)f Paris.More precisely
the ZEP (ZEP ZonesdOEducatioRrioritaire)(the prioritized zones) The programme
gavethe pupils of theseschoolsfrom a socially deprivedzonethe chanceto discover
over a periodof 10 monthsthe life andthe different professionsasedat the opera.
The projectis supportedand subsidizedby the Ministere de IOEducatiomationale
(the Ministry of National Education).

Educationalactivities startedto developnextto one another.thereforein 1994 the
ServiceCulturelwasfoundedto group

all existing activities addressedo a

OnewGudience, and initiating new

activitiesin the field of pedagogyand

heritage for the wider audience;eg.

projectswith university OUniversit&t

OpZraCsince 1995, a series of free

activities around productions

in the main auditorium.

Photo 6: Cuore Opera © Arthur Pequin
April 2005

The Opéra National de Paris was one of the first opera houses along with the Royal
Opera House London and the Théatre de la Monnaie to meet on a European basis. In
1998 it was one of the founding members of RESEO. Recently, with the new
management, the Service Culturel functions without a resource person, thus the

different departments of the cultural service exist next to one another again.

11.2.5.2 Educational mission

Most of the documentsandtextson the ONP bring forth whatwas publishedin the
annualreportof 20032004: The Opéra National de Paris wants to accompany the
young and the adult audience in their discovery of new performances and thus

support the development of their taste in opera and dance.



110

The philosophyof JeanVilarOsOEcolalu spectacle©an be found throughoutthe
policy papersof the house.The operais anactiveintermediarybetweercitizensand
culture, betweenaudienceandartists. Thereis no performanceif thereis no match
between the two of them (Fleury 2002:33, Fleury 2003:12427; Gall 2001:11).

An internal working paper stated the following as a mission for the cultural and

artistic education aspect of the Opéra National de Paris:

Opera, more than other cultural expression, involves different artistic
disciplines. It is evident for a house as the Opéra National de Paris to be
active as a training institute for dancers, singers, musicians and other artists,
and on the other hand to work on the education of the audience. Moreover
the still decreasing attention for arts, and more specifically the art
disciplines within opera, in the media give to this educational role an
importance which exceeds the will to develop the taste of the public and
continuously attempts to recall the fundamental place of theatre in our
society. In other words to make sure young and old can learn about this part

of our cultural heritage.

111.2.5.3 Stucture: Place of education in the company

Within the season 2003-2004 all units designated to the audience-linked educational
activities were grouped under the service culturel (see fig. 9a). The head of each unit
within the cultural service had to report to the director of that department, and had

little contact with the general and artistic management.
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ONP Season 2003-2004

animation et jeune public:
- responsable
gestionaire admin.

opéra-université
documentation

General Service Culture (Cultural Service)
Mangagement Directior
Assistant

Press and Media
Technical Assistant
dix mois d’école et d’Opéra*:
- responsible®
- 3 assistants*
visites :
Two persons responsible
(one Théatre Garnier, one Opéra
Bastille)

* Personnel part of Ministére de L’éducation nationale

Fig. 9a: place of education within ONP 2003-2004 (brochure 2003-2004)

The projectDix mois dOZcolet dOOpZraasa specificpositionwithin this setting.It

is partof the operahousebut the personnein chargeof the projectarenot partof the
operahousestaff andthe funding goesthroughthe Ministry of Education With the
newmanagemeng new organisationastructurewasputinto place(seefig. 9b), the
activities of the cultural servicestill exist (seefig. 9b at the bottom left), but the
departmenttself hasbeenabolished The activitiesnow dependon the departmentOs
communication and marketing except for the artistic aspects, which the heads of unit
independent from one another report directly to Gekéortier and his artistic

director.
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ONP structure from 2004-2005 onwards

General
Management

Cultural services

ROGRAPublic Relations department

Front of House
Commercial direction &
marketing Cultural Services

Press & protocol department
Publications department

Communication, promotion,
and multimedia department

head of pedagocial actions (= animation et jeune public)

head of Opéra université

press officer

managment assistant

dix mois d’école et d’'opéra : one head of department and 3 assistants*

* Personnel part of the ‘Ministere de L’éducation nationale’

Fig. 9b: Structure of the educational programme at ONP 2004-2005 onwards
(brochure 2005-2006)

111.2.5.4 Educational Programme

The Opéra National de Paris develops
activities for the audience based on
short meetings with artists, in-depth
visits of both the Théatre Garnier and
the Opéra Bastille, performances, and
long-term  educational projects to
facilitate the accessibility to a lively

artform (Metternich 2005:32).

Photo 7: Mister Cauchemar © CREA February 2005

Underthe headingOServic€ulturelJcultural services)threesub-departments/units

reachdifferentaudiencegroups:the departmen®Animatioret programmatiorjeune

publicO (young audiences programme and workshops), the team behind ODix mois
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dOZcolet dOopZrg®en monthsschooland oper) and the unit OOpZr&niversitZO

(Opera and Universities).

The department OAnimationet programmation jeune publicO(young audience
programme and workshops) addressedts activities to young people, schools,
teachersandfamilies. Every seasorthe amphitheatreand the studio presentabout
60 performancedor a young and an adult audiencegiving them the chanceto
exploredifferenttypesof musicanddance(baroquehip-hop,jazz, musicalcomedy,
smalloperaproductionsoften sungby youngpeople,andsoon), the departmenalso
providesworkshopdor teachersaindschools Classecanattendrehearsal®r go for
a guided tour and/or meet up with the artists. This diversified high quality
programmaes often the first contactthe attendeefiavewith operaor dance,andits
principal goal is to train the attendeesastefor the arts. @’ enfant a absolument le
droit de ne pas aimer, mais il n’a pas le droit de ne pas savoir!’ (the child has
without any doubtthe right not to like it, but he hasnot the right not to know it!)
statesAgnes de Jaquelotheadof the departmentin aninterviewwith ajournalistof
Le Monde in November 2004. Opera and dance are not part of young peoples lives
and are a priori judged as being not accessible for them, although the dancer and
the singer expresses themselves through their body and want to move the
spectators’, de Jacquelotcontinues (hus it is very important to welcome the first
comers in a positive way and in the best conditions. Everything has to be right to
make it work: the artistic quality of the performance, the timing, the diversity of the
programme, the age setting, the price, the preparative work before the performance’

(2001:143143; Monti & Jouves 2002:182).

In 20042005the projectreachedabout21,000people.Table9 showsthe numberof
participantsthat attendedthe Jeune Public-programme.The first part of the table
gives an overview of the performancesn the AmphithZ%etrand the Studio; the
secondpart of the table tells more aboutthe workshopsaround the Jeune Public-
programmeand marksthe numberof tickets at reducedprice for a performancean

the main auditorium.
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Table 9: Frequentation project ‘ young audience workshops and programme’

at ONP 2003-2005

IProgramme Animation et programmation Jeune Public. Number of audiences

2003-2004 2004-2005
opéras 7,405 7,824
ballets 7,685 8,925
récitals (matinées scolaires) 1,451 1,517
musique de chambres (matinées scolaires) 1,066 1,042
total programmation JP 17,607 19,308
places grandes salles prix réduit 583 585
animations a la carte * 1,105 1,491
animations dans les classes 321 352
total général 19,616 21,736
*Note that for saison 2003-2004 the a la carte workshops involved 28 activities in primary and secondary
school as well as 4 trainings for trainers; for season 2004-2005 this was 39 activities in primary and
secondary school as well as 6 trainings for trainers.

The project Dix mois dOZcoleet dOOpZradevelopedin partnershipwith the
Academiesde CrZteil, Parisand Versailles.It involvesone classfor two yearsin a

training process.Dix mois dOZcolet dOOpZrtoncentratesn the first place on

young peoplebetweenl4 and 20 yearsof age coming from a deprivededucation
zone (ZEP). For the season20032004 and 20042005, 30 classesand about800
studentg(age4 to 20) took partin the projectwhich involves visits, meetingswith

artists,meetingswith the differentdepartmentsf the operahouse the attendancef

rehearsaland performancesand eachyear follow threeclassedollow three hours
per week of artistic training (dance,singing and theatretraining) in the OpZra

Bastille andin cultural structuremextto their schools A journalis editedandat the
end of the seasorthey give a performanceat the amphitheatreof OpZraBastille.

More andmore parentsareinvolvedin the processandtraining for teachersare put
into place (Metternich 2005:33).

As Danisle Fouacheheadof the team,explainsit: @ix mois d’école et d’ Opéra is
an adventure that started as a result of meetings and exchanges between different
partners from the cultural and the educational field with one common wish, to
reduce the inequality of chances and to restore the social link by giving each

youngster — in deprived neighbourhoods — the chance to learn more about the
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artistic and cultural heritage. Cultural institutions, free spaces and places full of
emotions and dreams, are a beautiful instrument for personal valorisation and for

curiosity, listening and questioning about that which is new to the youngsters’

(2001:119).

And last but not least the unit OpZra UniversitZ gives each seasonabout ten
universities and/or high schools the chanceto discover the OpZrathrough an
intensiveweek of operaor dance.The weekis designedn collaborationwith the
professorsin order to meet the needsof that particular group of students.The
discoveryweeksmay introducea global view of the houseor may focus on one
specific aspect of the work in the OpZra National de Paris (Metternich 2005:33).

Apart from the projectsran by thesethree departments/unitshe commercialand
communcationsdepartmentof the ONP provides a range of free activities,
introduceghe audiencedo a performanceandgivesit the chanceto meetartists:e.g.
Casse-croute which is basedon regular meetings.Each Thursday at lunchtime
meetingswith artists, concertsby musiciansof the OpZraand films are organised
aroundperformance@rogrammedn the mainauditoria.Thereis also Plein feux, an
introductionwhich takesplacea coupleof days beforethe openingnight of certain
performance and which looks at the work presented from different angles.

All activies groupedunder the headingOCulturaService@hus complementeach
other,although,ascanbe learnedfrom the narrativebelow, this complementaritys
not always perceived as such by the management of the House.

II1.2.6 Education narrative

Sinceshehasbeenworking from the startwithin the activitiesof the serviceculturel
andsincethe OpZraNationalde Parisis representeih RESEOthroughthe projects
OAnimatioret JeunePublicO) decidedto look at the views of the head of the
departmentThe interview took placeat the OpZraNational de Parison the 24™ of
November 2005. The interviewee will be referred to as OBO.
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Personal context

“B” grew up in a family where culture played an important role in daily life
activities. Her father had a military career, and worked afterwards as general
secretary for a financial institution. Her mother never worked, she stayed home to
raise their 5 children. Her grandfather (her mother’s father) was a painter, and so it
happened that they often visited exhibitions. But not just exhibitions, the family also
went to museums, attended theatre performances and concerts and above all listened
a lot to music. Her father had played the cello when he was young and her mother

still played the piano when “B” was little.

There was always music around. Her father had the first long play discs. OBOOs
parentsloved contemporarymusic. Olivier MessiaenClaude Debussyand all 20"
centurycomposersvere played. Apart from the Frenchcontemporarymusic, they
also liked baroquemusic, but nothing in between.Nineteenthcentury music and
operawerenotin the playlist. So asa child Messiaerwasmorefamiliar to OBQhan

other composers.
First contacts with opera

OBQvasnot familiar with 19" centurymusicandduring the courseof the interview
it becameclearthat shewasandstill is not really fond of the musicwritten during
that century.Another part of the music repertoireshedid not feel acquaintedwith
opera.Shereally did not like it. “B” cannot explain why but she believes it is
probably because a voice singing did not move her emotionally. Although she had

sung in a chorus, singing in opera did not interest her at all.

“B” seemed to have been very firm in other choices too, because apart from singing
in a chorus “B” also followed gymnastic dancing lessons as a child, but once these
became ballet lessons and time investment rose to three times a week, she stopped

dancing. This was at first because of the effects on her schoolwork and secondly
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because her mother did not let her continue. In the end “B” said during the interview
this seemed to have been a good choice, because as she says herself she would not
have been a good dancer anyway so why then invest time in learning it. Presumably
she was a perfectionist. “B” played the piano although she did not follow any
musical training before the age of 17. At that stage she decided to go to University to
study economics and parallel to that, to study music. She took piano and flute
lessons. After her economics studies she worked as a researcher in the section where
she finished her final year. She did not continue to work in music until later.
Although culture was omnipresent at “B”’s home, working in the arts was not
evident and according to “B”: ‘On avait beau baigner dans une ambiance culturelle
et musicale, mais on ne pouvait pas travailler dans la musique. Ce n’était pas
quelque chose qu’on faisait (we had the opportunity to grow up in a cultural and
musical atmosphere, but we were not supposed to work in the musical sector. That
was not done in those days)’. Therefore neither ”B” nor her sister started to work in
music, “B” was an economist and her sister was in orthopaedics, but finally they did

both find careers in music pedagogy.

It was through her musical studies at University that “B” had the chance to see a
classical ballet at the Théatre Garnier, but this first visit was not really a success. “B”
found it rather dreadful. Her first contact with opera was a little better, but not
passionate. She attended the creation of a new work. Step by step she started to learn

what opera was about as a part of the general musical language.

‘Within my musical studies I immediately turned to the pedagogical trainings’ says
“B” ‘I followed all trainings involving active learning: Martenau, Orff, Kodaly’.
Thus the ‘ active pedagogy’ was crucial throughout her musical education. She even
went to Hungary to learn the Kodaly-methodology. Before starting to work at the
opera, “B” was a teacher in musical theory at different municipal schools and
associations in the Parisian region. Often these associations were looking for a more
vivid pedagogy, with more interactivity and creativity on behalf of the students

involved, than the academic and less dynamic style used in the other schools.
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To “B” musical theory involved far more than the explanation of the musical codes.
When she started to work at a national school in the suburbs of Paris, she combined
sessions of musical theory with electro-acoustic workshops. So it happened that
during dancing class, in collaboration with the dancing teacher, she taught dancers to

compose their own music to accompany them with their dancing improvisation.

‘Et donc quand il s’agissait de mettre sur pied des activités éducatives a |Opéra moi
J étais partante pour le coté: travailler avec les enfants sur une matiére musicale’.
(So when education activities had to be put into place at the Opera, I choose the part:
working with children on the musical language). Thus when she was asked to start
an education projects at the Opera she accepted to work on the part involving ‘work
with children on a musical language’, because it engages the children in a creative
process through which they — according to “B” — are more involved in the music and
have a better understanding of the musical language than if one would just introduce

the music to them.

Working in education at the OpZrNational de Paris

When, 23 years ago, “B” started to work at ONP there were no activities at all for
youngsters, however in keeping up with changes in national education and cultural
policy the opera house was looking for ways of working with them (Beaulieu and
Dardy 2002:18-22; protocol 1983). “B”’s colleague at the University who was in
contact with the general secretary of the ONP proposed a project which seemed to
answer the house’s need. The project had been accepted by the management and so
“B”’s colleague started the project and asked “B” to assist him. He changed jobs
within the opera house after a while and thus “B” became head of the activities for

youngsters.

What interested her was inventing something musically with children. So her work
at the opera house was very practical and resembled her former work as a teacher.
The first year started rather informally with one school, one composer and one

librettist who helped the students create and stage their own opera.
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When looking to those days according to “B” ‘one always had to adapt one’s ideas
to the opportunities of the moment. One always had to find the right balance
between the activities one wanted to develop and the activities one felt one needed to
do. If one always tried to reach that which was/seemed impossible one could be sure

to break one’s neck’.

Indeed certain things that happened in the early years she would never repeat again,
but “B” did them back then because it created possibilities to work in at the time.
Théatre Garnier had only one auditorium with 2000 seats. According to “B” this was
too big for a young audience programme, so instead other activities were developed
such as opera and dance related workshops. One of the successes was a series of
training sessions based on the technical use (not operatic use) of the voice. Théatre
Garnier was also often the scene for theme-linked exhibitions. To each exhibition
“B” and her colleagues added a children’s part. The workshops were pretty much in
line with “B”’s initial choice to work for the Opera House (musical creative work

with children) the exhibition part was less linked with that.

Once Bastille opened, two small auditoriums became available, one with 200 places
one with 500 places, which offered the opportunity to present musical performances
in a more intimate setting and in better listening conditions. Thus “B” gradually
started to develop a programme for a young audience. First the musical part, since
this was most familiar to her, then after some study and training also the dance part
of the programme. Again the perfectionism of “B” shows. She did not want to
programme what she did not know well enough. It is illustrated as follows during the
interview:  ‘J’allais voir beaucoup de danses contemporaines (je n’aime pas
tellement la danse classique), donc je me suis formé comme cela en danse. J’ai
méme une période repris des cours de danse contemporains pour pouvoir
programmer. (I went to see a lot of contemporary dance (I did not really like
classical dance), so I trained myself in dance. I even took again some lessons in
contemporary dance in order to be able to programme). Note, that as with opera and

music, “B” was more in favour of contemporary dance. “B”’s parents’ taste for
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music seems to have been influential for their daughter’s taste for music throughout

her career.

Regarding “B”s belief in music education, for her, education is about initiating
children into a genre they do not know. The ideal way of working here is through a
creative activity such as they did in the early days. “B” has a clear preference for
creative learning methodologies in music education derived from when she studied
music at University. So it was not necessarily through offering them the possibility
to attend a performance but through creative workshops including three aspects of
opera: music, gesture and the use of the voice that the department tried to make
children sensitive to opera. She developed this thought a little further by saying:’
sensibiliser les enfants a quelque chose en les faisant sentir eux-mémes les
composants de [’opéra. Donc les points forts étaient pédagogie, création et
contemporain’ (Make children sensitive to components of opera by letting them
‘feel’ what the artform is about is very important to “B”. Crucial here is the
pedagogy, the creative aspect and last but not least the contemporary component). It
is this that drives “B” in her job and made her accept the job in 1983. To stress this
she concludes by saying that if in 1983 one had asked her to come and work for the
Opéra National de Paris to programme and organise matinees for children and
families, she would not have accepted the job. Though the latter is what most of her
work is about today, “B” still tries to balance this work with the planning of creative
workshops and introductory programmes and thus keeps pace with her original

belief on what music/opera education should be according to her.

One can say “B” has a strong view on her work. When probing this a little further
during the interview, three other axims, or ‘chevaux de bataille’ (hobby horses), as

“B” called them, occurred:
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Firstly: ‘all performances for a young audience have to be of the utmost quality, in
order not to miss the first positive contact with a performance. Because if it goes
wrong, it breaks all possibilities for these youngsters to go further down that road in
the future since they may not be interested anymore’. A belief about quality she
shares with Jean Vilar, he wanted to present, and even requested from his artists, that
they — at any moment — would guarantee the highest level of quality (Vilar 1981:
275, 278).

Secondly: ‘children are not acquainted with performing arts. They cannot guess the
keys to understand a performance if no one gives them to them. Quite a few people
believe that once you have put a child in front of a show everything is fine, that they
will understand. But this is not so, adults know what performing arts are about. They
know how audience and artists relate to one another and they know what is going on
content wise. There are codes, but the codes are secondary, it is basically about the
content. Children do not have this background. There is no reference in their daily
life to what happens on stage. So if one does not explain they do not understand why

to be silent during a show’.

“B”’s view here connects with what in France is called L’éducation du Spectateur,
the education of the audience by explaining what the performance is about and what
attending a performance means (Ubersfeld 1996). The audience becomes an active
part of the performance (Fleury 2002:38; Fleury 2003: 125). “B” develops this by

saying

that a performance is all about a meeting between artists and audience. If
both are positive, a meeting between audience and artist will take place
however, if one of them or both are in a negative mood the meeting will not
happen. So both audience and artist play an active part in a good
performance. The spectator sends positive energy to the artist and the artist
tries to connect with the spectator (le spectacle vivant c’est une rencontre
entre des artistes et des spectateurs et que si les artistes sont bons et les

spectateurs sont bons la rencontre se ferrdt, mais si les spectateurs sont
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mauvais la rencontre ne se ferrdt pas. Et si ’artistes sont mauvais la
rencontre ne se ferra pas. Donc tout le monde a partie prenante. Que le

spectateur est actif. Il a une énergie a renvoyer a l’artiste).

This is a position that “B” strongly defends because according to her few people
seem to take this into account. She and her collaborators continuously have to
remind teachers of the fact that preparing for a performance involves more than just

explaining the content of what their pupils are going to see.

And thirdly “B” concludes her crucial set of axes with the view that ‘the spectator
needs to be respected. One needs to welcome him/her always in the best possible
conditions. Thus when proposing a show for children one needs to make sure the
work performed is for their age range and that the circumstances in which the
performance takes place comforts them’. This is why, for “B” shows for children in
an auditorium with 2000 seats do not make sense. The child or the youngster has the
right not to like what s/he has seen, but s/he has to be able to explain why s/he did
not like the performance presented. “B” recognises that the child differs from the
adult, but those who say one needs to programme especially for children, have not
completely understood what “B” wanted to express. She is more concerned about the
artistic quality of the work performed, than whether this is a work especially written

for children or youngsters, since there is more to discover than Peter and the Wolf.

So instead of calling her programme the Programmation Jeune Public (Young
audiences programme) she likes to speak of Programmation d’initiation a
programme accessible to young people; an initiation programme introducing dance,
music and opera to all ages. When programming she tries to find something for
everyone, even when a work is not part of her artistic preferences but when she
knows it may interest a broad audience she programmes it, and it seems to work.
Adults have informed her that they attended the programme because they are sure of
the artistic quality and because of the variety of the works performed. Some also told
her that they see it as a nice family outing, since most of it interests every member of

the family.
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Changing ideas

There is one moment “B” refers to as an important moment that changed her way of
thinking on opera education, namely the first meeting with European colleagues in
London in Spring 1995. It was a meeting as a small committee in the Royal Box at
the Royal Opera House. Present were the heads of education of La Monnaie, the
Royal Opera House and the Opéra National de Paris. This meeting opened new
horizons to her, because now she met people defending their work at their Opera
Houses. Before this, she had the impression that she was working on her own,
defending something peculiar, since in 1995 there were very few Houses in France
involved in educational work. The Opéra du Rhin and the Opéra de Lyon

programmed operas for and sung by children was all that was provided.

OBQ@ontinuesby saying@hat when one passes one’s time defending ones work, one
believes that one is right but one is not sure. Now, by meeting other people active in
the same field also defending the same things and having the same problems, the
perspective changes’. This reassureder, and helpedher not to hesitateto defend

her beliefs. It even gave her the strength to go even faster

“B” illustrates this by the fact that she was working on her own at the time,
challenged by the continuous fear for budget costs, and aiming for an assistant. So
since these colleagues seemed to have been able to install a real department and were
able to free a reasonable budget to work with, she used these arguments to convince
her management not to cut her budget and offer space for an assistant. It also gave
her evidence to convince management that educational work could have another

place in the House.

But above all the meeting enabled her to reflect on the work she was doing. “B”
expressed the need to be able to question things. To see whether her way of working
was good, and if not, how it could be improved. This is difficult to do on your own,

certainly when the daily work is so demanding that gives little free space for
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reflection. Thus having time to discuss challenges, doubts and projects with other

colleagues was very welcoming and very enriching to “B”.

This is for “B” the strongest asset of the European Network of Education
Departments in Opera Houses, RESEO funded in 1998. In fact the small meeting in
London was the first step to this wider network, a network that at the moment counts
more than 50 members throughout Europe. ‘Beaucoup de gens en RESEO veulent
récupérer du concret et des modes d’action. Moi ce n’est pas forcément cela que je
cherche en RESEQO. Moi c’est plutot la réflexion qui me fait avancer ma réflexion et
qui m’aide a argumenter ce que moi je veux faire ici. Parce qu’au niveau de la
philosophie derriere c’est bien clair’ (A lot of RESEO members want to retrieve
concrete actions from a network meeting’ says “B” ‘but that is not necessarily what I
look for in RESEO. To me it is far more the reflection that makes my reflection
move forward and that helps me to underpin what I want to do here (at ONP),
because the philosophy behind it is very clear’). Which implies that according to “B”
the RESEO meetings help her thinking move forward, though as mentioned at the

end of this narrative this is not necessarily so (see p.128).

Challenges and changes

When asked which challenges confronted her in her work, “B” responded ‘that even
before the opening of La Bastille there was one influence which brought a change of
focus in our work’. One of the new directors, on arrival at the ONP made it clear to
“B” that what the department did was fantastic, but that they were not entitled to take
over the role of the music teachers, the physical trainers and the dance teachers. So
the ONP was happy to organise activities for youngsters, but management was not
going to pay for activities at school. The department was entitled to train the
teachers, so that they could train their pupils, but the collaborators were not
supposed to work in schools anymore. This blocked the most active part of the
activities and reoriented the work of the department. The last years at Théatre
Garnier before moving to Opéra Bastille in 1990 were thus much more centred on

the building itself. The department organised guided tours and continued creating
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spaces for children in the exhibitions. It even organised an exhibition on musical
toys. Such activities came closer to what the directors wanted to see at the Opera
House, but were much less in line with what “B” wanted. Every other year they were
still able to stage an opera for and by children. This happened in close collaboration
with Jeunesses Musciales (Youth Music) de France and the performances took place
at the Opéra Comique. The theatre was part of the ONP until 1990 and had a smaller
auditorium. Collaborations grew organically. A key moment of transformation
occurred when rehearsal space for the children’s opera was needed, which led to a
collaboration with the’atelier des enfants du centre Pompidou de Beaubourg (the
workshop for children at the Pompidou center at Beaubourg)’ resulting in a series of
workshops where the ONP education department provided the musical part and the
collaborators of the centre the fine arts aspect. These workshops were then proposed
to schools, until the moment the department of the opera was asked by the
management to withdraw from them for the reason mentioned at the beginning of

this paragraph.

The move from Thédtre Garnier to the brand new building Opéra Bastille in 1990
was another big change for the department. It was a change that altered “B”’s way of
working completely. “B” continued to organise exhibitions and activities linked
towards the programme of the main auditorium, enabling the audience to gain a
better understanding of the works programmed. But gradually the focus of her work
shifted, because parallel to this work, the person in charge of the programme for the
Amphithéatre and the Studio asked “B” to take care of the programme for children
and young adults. As mentioned earlier the programme developed gradually and was
first open to schools, later to a general audience. Today the programme is at its full
potential according to the available budget, presenting about 66 performances a year
and reaching about 20,000 people, and is central to “B”’s work at the Opera House,
although she would have loved to continue working on creative activities with
youngsters as she mentioned earlier in the interview. Her way of working changed
with the shift to the new auditorium, but her philosophy about opera/dance education
did not change: give young people the opportunity to feel/experience what

music/opera/dance is about, thus creative workshops and meetings with the artists



126

are still part of the package for schools attending a performance in the Amphithéeétre

or the Studio.

The situation of the department within the Opera House

B” received her assistant, but when looking at the budget dedicated to the audience
orientated educational activities at ONP one can see in figure 7a and 7b that they
have to work within a tight budget compared to for instance, Opera Domani in Italy
(see comment to figures 10a and b), where As. Li. Co. invests 7% of its overall

budget in this education project.

When asked about the current situation of the department in the Opera House, “B”
answers that she ‘has the impression that she defends ways of working that are
different from what happens in the House. The ONP functions more and more as a
profitable enterprise, instead of an artistic enterprise whereas she continues to work
as public service pedagogically and artistically’. The line is less strict and subtler
than is expressed above, but it is a daily challenge to “B” to find a balance between
her work and the wishes of the management. Another difference can be highlighted
in the way of working with schools. This is a long-term process and as such she
believes cannot sell school tickets the same way one does with the rest of the
audience, because according to “B” the performances for schools need to take place
in the optimal circumstances. This implies not only that what happens on stage has
to be of the best quality, but also that one takes care of the seating of the children in
the auditorium and that one makes sure these children were one way or another

introduced to the performance they are about to see.

According to “B”, ‘the hardest battle nowadays is situated at the level of presenting
one’s work’. She does not have a problem defending the young audience
programme, but keeping the workshops and other initiating activities going is a
challenge. All qualitative work done with schools seems to be difficult to digest. “B”
supposes that ‘since there is the project 10 mois d’école et d’opéra the management

believes that no extra work with schools is needed’. But what they do not see is that
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her workshop programme functions with a different pedagogy. While the 10 mois
d’école et d’opéra is set up to work with schools from deprived areas and for a
maximum of 30 schools, the department animation et jeune public works with all
schools from the Parisian area and reaches another 20,000 children. These schools
that attend a performance receive a set of materials and activities such as information
packs to prepare the children in class, workshops, meetings with artists, all vital to

lead into a perfect visit to the opera.

“B” is challenged by the fact that the schools’ demand is bigger than the places the
Opera House can offer. ‘It is a hard job to make the right choices and give as many
schools as possible the chance to attend a performance over the years. When
preparing the seating of a performance the department animation et jeune public
aims for the best possible mix in the auditorium. The same mix is looked after when
planning workshops and meetings before a performance, based on accessibility and
feasibility’. “B” is convinced, though, that ‘if the Opéra stops organizing the
preparatory stage and starts to sell the performances as such, it would take about
two years to see the attendance of the performances drop’. “B” gives the example of
a colleague of a different Parisian Cultural Institution also organising performances
for schools. She has no control over the seating of school matinees and there is no
preparative work linked with the performance, which seems to results in empty seats
instead of a full auditorium. This is not the case at the ONP. Schools know that when
they book a performance at the Opera, they get extra quality and extra background to
the show, which is included in the price of the ticket. This is what makes the
education programme for youngsters at ONP different from other organisations in

Paris.
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The educational work in relation to the wider cultural context

In relation to the wider cultural context, a lot has changed in the policy on music
education in France over the last twenty years. In the 1980s the ‘mission musicale’,
an initiative of the Education Nationale (National Education Department), developed
and grouped all musical activities proposed to schools and launched activities
between schools and musical departments. This mission worked well, but has lost its
strength today because the recent policy on education (law number200538) setsthe
arts at schod asidein favour of priorities to raisethe training level of the young
French: Qes priorités pour élever le niveau de formation des jeunes Frangais: faire
réussir tous les éleves, redresser la situation de l'enseignement des langues, mieux
garantir l'égalité des chances et favoriser l'insertion professionnelle des jeunes et
l'emploi. La loi engage la modernisation de I'Education nationale selon trois axes:
mieux faire respecter les valeurs de la République, mieux organiser les
établissements et les enseignements, mieux gérer le systéme éducatif.Q(priorities are
to make all pupils succeedrectify the situation of languageteaching,a better
guarantedo equalopportunityand supportthe professionainsertionof the young
peopleand employment.The law engageshe modernizatiorof nationaleducation
accordingto threeaxes:to gain a betterrespectfor the valuesof the Republic,to
increasethe quality of the educationalinstitutions and lessons,to amelioratethe
educationabkystem)(Loi nj 200538). To tackle this there is at the moment a large
action by the ministry of culture and the Ministry of National Education to bring
both culture and education closer to one another in order to develop the Arts at
school. Since 1993 Commissions have been put into place to relaunch artistic

education.

While reflecting on this wider cultural context “B” is very firm. A lot has changed
since she started working at the Opera House and not all for the best, since the
relaunch seems to go very slowly: ‘It is now one year and a half-year later and there
have been two meetings with the sector’ according to “B”. She has the impression

that the new action functions as an alibi. In November 2005, she was invited to a
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large meeting at the ministry, but what happened there is not really connected to
reality says “B”. Thus she is very sceptical, because since “B” is active in the world
of musical education she has not seen anything else than what she calls ‘a kind of cat
and mouse game between the ministry of culture and education and often it depends
on the composition of the government at that moment, whether things go smoothly or

more complicated’. And she quotes the following to illustrate this:

Quand on a un gouvernement de gauche le travail est plus simple et quand
on a un gouvernement droit, on repart en arriére pour la culture. Ce n’est
pas un secret. (when one has a left wing government things run smoother
than with a right wing government. The latter means a step back for culture.

That is not a secret)

So depending on the type of government, culture — and more specifically the Arts -
benefit either more or less from the policy. “B” refers to the shift from the socialist
party to the current right wing republican party, which resulted in a less positive
climate for culture. But this does not mean that “B” is not at all times positive and
cooperative. The department is always willing to take part in working groups and
reflection sessions at national, regional and local level and on different topics. As
such the ONP is at the moment engaged in a working group on the accessibility of
mentally disabled visitors in cultural institutions. And two years ago the ONP and
seven other Parisian institutions, all proposing programmes for young people, have
joined forces in promoting high quality activities for youngsters and adults to
discover art in its broadest sense. Emmenez nous au spectacle (take us to a
performance) proposes the programme of the different partners and launches new
initiatives such as a workshop on artistic criticism for young spectators. With the

help of a professional journalist they learn to see and listen in a different way.
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Future perspectives

“B” wants to work harder on the ‘école du spectateur’ in the future.

For children visiting the performances in school matinees, the add-ons are
fine, but for families attending the other performances, or individuals, there
is still a lot of work to be done. The work with the seven other institutions in

‘Emmenez nous au spectacle’ is already a step in that direction.

But there are other elements that can be added, such as for instance the programme
leaflets for the big auditorium. They could be adapted for the young visitors and to
those that join the opera for the first time. “B” points at the booklet Le petit
spectateur produced by the Théatre National Jeune Public de Strasbourg, about a
little girl convincing her mother to go to the theatre. On the other hand “B” likes to
start again with the creation of operas for/by young people, and to do so takes part in
all kinds of collaborations with other colleagues such as the Atelier Lyrique for

example.

I11.2.7 Education narrative in context

During the course of the interview it became clear that “B” indeed has a strong belief
about her work at the ONP, and the last wish illustrates this particularly. The
interview also highlighted that “B”’s beliefs are strongly linked with her personal
background. Her parents have influenced her preference for contemporary music.
This preference had an influence on her musical education, since contemporary
composers and electro-accoustic music were at the centre of it, and shaped her vision
on the work she does, a vision that has stayed clear throughout her career. Her focus
on the pedagogy and the creative aspect of her work, can be found throughout her
line of thinking about the work she does. Although there have been changes in
management this did not influence her basic philosophy, it only changed her ways of
working and as she explains, when she points to the challenges, that there is a

balance to be found between what she believes is the right thing to do, and what the



131

management wants to see happening. This illustrates that a change in management,

does not necessarily involve a change in philosophy about opera education. The

educationdepartmenhad beeninstalled becauseéhe managemenof the Houseat

the time waslooking for waysto answerthe policyOslemandexpressedhroughthe

new protocol betweenculture and education(1983) and through the changein

culturd policy towards creativity and invention. OBOQshilosophy answeredthis

demandat the time and did not alter over time, but her ways of working did. The

opening of the ThZ%treBastille, with two small auditoriums, offered new
opportunitiesand madeher work shift from workshopsto an imitation programme
for a newaudience Shealteredthe type of activitiesin a way thatthey matchedhe

wishes of the different management teams.

From the narrative we learn that she is not particularly keen on opera, but she did
stay on the job, because of her initial drive as a music teacher to initiate people to a

genre they do not know in a creative way.

To “B” giving youngsters the chance to experience what opera/dance is about,
through creating their own performance, is the way to teach them what music, opera
and dance involves. In the end they might find out that it is not something they feel
acquainted with, but at least this offers them the possibility to explain why they
appreciate these artforms or not, a view that illustrates what Johnson highlights when
he says that one has to know about the artform in order to to give it a place within a
person’s cultural choice (Johnson 2002:116). Although the practical experience is
crucial to “B” when opening up the artform to a new audience, there is something
else that kept popping up during the interview and that is in line with the French
opera tradition. To “B” knowing about the artform and knowing about the codes
linked with that artform are not only linked with cultural choice, it is more linked
with the circumstances in which the artform is brought to the audience. Here she
differs from her colleagues in that to her the performer, as well as the spectator has a
role to play in a performance. Whereas for the other practitioners the presentation of

a first class performance involves good circumstances, good singers and a good
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staging (see narratives “D” and “E”), for “B” the audience also has a responsibility
and that it is up to her team to make sure these youngsters possess the ‘right tools’ to
engage themselves in the performance. This belief is totally in line with Vilar’s
thoughts about I’Ecole du Spectateur expressed when he became director of the
Théatre National Populaire (the National Popular Theatre, TNP), a theatre for a
different audience from the bourgeoisie that attended for instance the opera at the
end of the 50s and in the 60s. He saw it as his assignment to bring theatre to people
that would not enter the other theatres/opera houses in Paris and he wanted to make
sure they would enjoy it by offering them a performance of the highest quality: Le
Thédtre National Populaire s’est, une fois pour toutes [...] fixé pour tdche de donner
au public populaire des oeuvres thédtrales de valeur, interprétées par une
Compagnie de haute tenu, dans un presentation de qualité (the TNP has identified
for itself the task to offer the popular audience theatre works of quality, performed
by a high level company, brought together in a performance of quality) (Vilar
1978:278). He would provide performances of the highest quality, but he expected
from the audience on the other hand also a critical engagement in the performance
they were about to see, which leads to a different performance, than when a spectator
just attends a performance (Fleury 2002:37-39). “B”’s view is thus rooted in the
French history of performing and therefore not so surprisingly when analysed within
the wider cultural context of France. Jean Vilar’s model is still cited as a
revolutionary model (Fleury 2002 and 2003), throughout the country from, the North
to the South, the audience development programme is titled Ecole du Spectateur and

tries to have the same sensitivity for the audience-performer relationship.
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II1.3 Case study 3

[11.3.1 Snapkot As.Li.Co. and Teatro Sociale di Como

Per cinquemila bambini, il magico mondo del melodrama e oggi un po’ piu vicino,
piu famigliare, nella speranza che se ne ricordino anche fra qualche anno, quando

saranno adulti.

(For 50,000childrenthe magicworld of melodramahascomea bit closeranda bit
more familiar today. Hopefully they will rememberthis experienceoncethey are
adults)(Cerrato 2003)

TEATRO SOCIALE DI COMO
since 2002 managed by
As. Li. Co

Main auditorium 999 seats
24 employees

Photo 8: Teatro Sociale di Como © As.Li.Co.

Operais an integral part of ItalyOscultural heritage.As hasbeenoutlined in the
literaturereview to this studyit wasin Florencethat about400 yearsago the first
operawas performed.Until about1630-1640this artform was exclusivelyreserved
to theroyalty andthe aristocratsn Northernltaly concentratedh Florence Mantua,
Parmaand Bologna.After that, operareacheda new stagewhenRomeand Venice

became the new centres of the artffand especially when in 1637 the first
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public theatreTeatro San Cassino(Venice) openedits doors.Operawas no longer
reservedor theroyalty, butbecameanartformfor the wider public (Weiss2002:35;
Carter1996:13;RobbinsLandon1991:87.).Shotly after that, the artform found its
way to otherpartsin Italy andhadbeenexportedthroughoutEurope.Theartform,as
well as the houseswhereit was performed,becamean Italian trademark.ltalian
operaand Italian operahousescould be found in places suchas Paris,Viennaand
Brussels (Bossuyt 1990:5; Rosselli 1996; Ashbrook 1996; De Van 2005).

The genreitself wasalsovery sensitiveto socialcircumstanceghis is evidencedn
the changesn the subjectmattersof operaswithin history. At the beginningof the
19" centurythe themeswere closely linked to historical facts. That was the time
whenthe northernltalian composeGiuseppéVerdi (18131901 enteredhe picture.
His first operasand the ORisorgimento@® Italy went handin hand.As his first

biographer Folchetto noted:

Verdi began to instigate political action with his music. Foreigners will never
be able to understand the influence exerted, for a certain period, by the
ardent, blazing melodies that Verdi conceived when the situations, or even
isolated lines of verse, recalled the unhappy state of Italy, or her memories,

or her hopes (Porter 1995:638).

His operaswere a successThe ariasof his operascould be heardin the streetsof
Milan. Everyongust knewthe melody.Most of his works premieredin whatwasby
then the principal theatre in Italy, namely the Teatro alla Scala in Milan.
StrategicallyMilan wasa city closeto Parisand Vienna (one of the big centresof
ltalian operain the 17" century).And alongsidethe river Po onecould andstill can
recognisea densityof small, middle-scaleandlargehousedit for lyrical music.The
Scalawasandstill is oneof the prestigiousoperahousesn the world (Porter1995;
De Van 2005). The radianceof the Scalahadits effect on the othertheatresn the

region and on the artform as a whole
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As.Li.Co./ Teatro Sociale di Como

In this musicallandscapéAs.Li.Co. (AssociazionelLyrica e Concertisticaltaliana),
the Italian concertand lyrical organisor,basedin Milan wasfoundedin 1949.1t is

one of the only self-containedtraining and performancecompaniesn Europe.The
training coursefor youngartists,OperaDomani(As.Li.Co.Ogducatiorprogramme)
and the main stageproductionsare one and the samefor the organisation.The
companyQOguiding principle is that the future of operalies in nurturing today the

artistsandthe audienceof tomorrow. The companyhasbeenexpandingandgrowing

steadily since 1949, becausats vision on operaproductionsand on working with

young artsts is slowly embracing Italy in three ways:

First, Opera Domani is at the momentthe recognisednodel on which other Italian

opera companies shape their educational activities.

Secondly, within the region of Lombardy opera goers today attend either a
performanceat La Scalain Milan or an OAs.Li.Co-productionin oneof theregional
theatresn Lombardy.This is a resultfrom the Circuiti Lirici Lombardo(CLL) that
wasestablishedn 1983andlinks thetheatresn Como,Brescia,BergamoPaviaand
Crenponawith eachother. One could askwhereLa Scalasits in this construction.
The operahousedid engagén the CLL. It supportghe circuit throughthe provision
of costumesandsetsfor all CLL productionsthroughthe participationof a member
of staff on the jury of the competitionfor young singersandthrougha discountfor

subscribers to the CLL programme for tickets at La Scala.

But aboveall, for morethan50 yearsnow, As. Li.Co. hasbeenthe first stepin the
careerof the most renownedsingerssuch as Katia Ricciarelli, RenataScotto and
Luis Alva. Young singers,up to the age of 32, can competefor the training
programmeln thefirst 30 yearsthe competitionfor youngsingerswasonly opento
Italian singers.From 1994 onwardsit expandedto include the residentsof the
EuropeanUnion countriesandin 2002all Europearsingerscould apply. Eachyear
the number of notitalian singers grows. TodayOs competitors auditioning today do
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not only go for As.Li.Co.Ograining courseand production,but competealso for
specific roles in the upcoming CLL opera seasonand Opera DomaniOsspring
production.

2002wasa memorableyearin As.Li.Co.Osistory sincethe organisatiorbecamehe

managingcompanyof the TeatroSocialedi Como.Working from a thedre offered
new perspectivedor the future. Whereaspreviously the companyneededto be

touring, becauset did not haveits own theatre,it now had a basisfor its own

activities (rehearsakpaceandconcertspace)aswell asthe possibility to enlargeits

programmein this 19" century building designedby GuiseppeCusi for Duke

GiampetroPorro.Thetheatreopenedn 1813with two productionsddriano in Siria

written by Marcos Antonio da Fonseca17621830) a Portugesecomposerand /

Pretendenti Delusi of GiuseppeMosca (17721839), a south Italian composer.
Throughouthistory it hasbeena challengeto keepthe theatreopen.Remarkablas

the fact that during the SecondWorld War, after bombingsin 1943, the Teatro
Socialedi Comobecamethe hosttheate for the staff and musiciansof the bombed
Teatroalla Scalain Milan until the latter wasrestored.The theatreneededo close
its doorsfor restorationworks in 1984, but not for too long sincethe Societ” dei

Palchettisti(conservingthe building) wanted the City of Como to reopenit even
when the works were not finished yet, so in October1988the Teatro Socialewas
opento performancesgain,but without a full programmeFor thatthe theatrehad
to wait until 2002,whenAs.Li.Co. receivedthe right to managethe theatreandthe
namebecameTeatroSocialedi Comob As.Li.Co. (TeatroSocialedi Como (2005)
[online] 2006).

TherelationshipbetweenAs.Li.Co.,the CLL andthe othertheatresn Northernltaly
changedrom seasorto seasonGenerally,As.Li.Co. actsasthe sole organiserof a
production,or the organisatiorworks in partnershipwith one of more membersof

CLL for a productiontouring within the network. The sameco-productionscheme

may exist with the other northernltalian theatres(As.Li.Co. [online] 2006). And

then thereis the project OPockeOperaOwhich startedin 2006 and which brings
chamber versions of major operas into the smaller, historical theatres in the northern
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part of the country. Thesetheatresdo not havethe technich meansto stagea full
operaproduction.Thusthis projectenableghesetheatrego offer their audiencehe
opportunity to experience the finest works of the opera tradition (Teatriamoci 2006).

All thesecollaborationsare setto intensify in the future and after a first period of
settlingin Como,plansareevolvingtheretoo asBrunoDal Bon, As.Li.Co.Ogeneral

manager, explained at the start of the 22086 season:

‘Doppo una prima fase, in cui ci siamo radicati sul territorio e abbiamo
consolidato la nostra imagine, con una sempre piu intense collaborazione
con le instituzioni, ora abbiamo prospettive a lungo termine: dobbiamo
pensare in grande per volare alto, per avere un teatro sempre piu aperto e
gremito, per offrire un luogo in cui non solo ci si puo divertire con l’acuto di
un cantante o un passo di danza, ma anche condividere una forte esperienza

culturale®.

(After afirst stagein which we touchedgroundand consolidatecbur image
througha moreintensecollaborationwith the institutiors here,we now have
a long term perspectivewe needto think largely to move higher,to havea
theatrethatis moreopenandfull. To offer a placethatis morethana place
of divertissementin listeningto singingor seeingsomedancing,but alsoto
live through a strong cultural experience).

Dal Bon believesthat after a period of settlingdown (2002to 2005) the company
now hasto seizethe opportunityto work morein-depthandwith a long-termvision

towardsa more openand morefilled theatre.Ql theatre where the visitor has the

chance to become part of a special cultural experience’, which accordingto Dal Bon

is necessarecause there are still a lot of people that did not share this experience

yet’ (Morandotti and Dubini 2005:1I).
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Culture and education in Italy

Whenstudyingthe legislationin Italy article 9 of the Italian constitutionlists asone
of thefundamentaprinciplesLa Repubblica promuove lo sviluppo della cultura e la
ricerca scientifica e tecnica. Tutela il paessaggio e il patrimonio storico e artistico
della Nazione (1947).In other words a pledge: to promote the development of
culture and research and to protect the landscape and the historical as well as the
artistic heritage of the nation. This relatesbackto ItalyOgich artistic history. The
new Ministry for Culture,in full /I Ministero per I beni e le attivita culturali (the
Ministry for cultural heritageand cultural affairs) hassince 1998 beenin chargeof
culture,sports,artsandcultural heritage . The generaldirectoratefor performingarts
and sportssupportsthe promotion and developmenbf thesedisciplines.Music is
integratedwithin this department(Ministero per | Beni e le Attivit™ Culturali

MIBAC (Ministry for cultural heritage and cultural activities) [online] 2006).

It is the 800/67law of 14 August1967 Nuovo ordinamento degli enti lirici e delle
attivita musicali (the new ordering of the lyrical entities and of musical affairs;
known asthe CoronaLaw, namedafter Achille Coronawho introducedthe law to
the parliament)that involved a major reform of the musicaland lyrical sectorin
Italy. The legislationwasanimportantinstigationto the changesn the musicallife
of the 1970s For thefirst time the cultural, socialandformativefunctionsof musical
activity hadbeenrecognizedThe law outlinedin detail the way subsidiesvould be
allocatedo thelyrical andsymphonicorganisationgndlined up the organisationsn
different categoriesEachcategorywas given its objectives. The TeatrodellDOpera
di Romareceiveda specialstatusat Ostatdével andthe Teatroalla Scalain Milan is
recognizedat nationallevel as a very importantinstitution. Both are part of the
OindependenentitiesOincluding the Teatro Comunale di Bologna, the Teatro
Comunaledi Firenze,the Teatro ComunaledellOOperai Genova,the Teatro San
Carlo di Napoli, the TeatroMassimodi Palermo,the TeatroRegiodi Torino, the
TeatroCommunaleGiuseppéeVerdi in Trieste,the TeatroLa Fenicedi Veneziaand

the Arena di Verona
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‘Gli enti autonomi lirici e le istituzioni concertistiche assimilate hanno
personalita giuridica di diritto pubblico e sono sottposti alla vigilanza del
ministero del turismo e dello spettacolo. Essi non perseguono scopi di lucro
ed hanno come fine la diffusione dell’arte musicale, la formazione

professionale di quatri artistici e ['educazione musicale della colletivita’ (art

5).

Article 5 statesthat Qhe assimilated independent lyrical and musical institutions are
of public right and depend on the Ministry of Tourism and Performances. These
entities are non-profit organisations and are supposed to disseminate music, provide

professional training for artists as well as music education’.

Art. 28 of the samelegislation marks the OtraditionatheatrsOin the provinces,
including Petruzzellidi Bari, Grandedi Brescia,MassimoBellini di Catania,Sociale
di Como, Ponchielli di Cremona,Communaledi Ferrara, Sociale di Mantova,
Communalali Modena,Cocciadi Novara,Regiodi ParmaMunicipaledi Piacenza,
Verdi di Pisa, Municipale di Reggio Emilia, Sociale di Rovigo, Communaledi
Treviso. Thesetheatresare supposedo promote,facilitate and coordinatemusical
activities throughouttheir region. The Ministry designatedan importantrole to the
Commissone Centrale per la Musica, in keepingtrack of the problemsin the
musicalfield andin controlling the attributionof the law of which the repartitionof
the subsidiesis the mostimportantone. Over the yearsthe law hasbeenadapted.
The secondmajor changein the musicallegislationdatesfrom 30 April 1985 with
the Nuova disciplina degli interventi dello stato a favore dello Spettacolo (newseries
of stateinterventionsin favour of the performingarts;DL (legal decree)163/1985),
which installed the Fondo Unico per lo Spettacolo(The integrated fund for
performingarts). Onefund for all performingarts organisation®f which 45% was
providedfor music and dance,25% for film, 15% for theatre,and1 % for touring

performances.

In 2002 a seriesof criteria and modalitiesof distribution for the contributionsto

musical activities was put in to place stating that the musical offer in Italy should try
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to appealto a newaudience@uvorire la qualita artistica e il costante rinnovamento
del’offerta musicale italiana, e consentire ad un pubblico sempre piu ampio di
accedere alla cultura musicale, con particolare riguardo alle nuove generazionni ed
alle categorie meno favorite’ (support the artistic quality and the continuous
innovationof the musicaloffer in Italy, aswell asappealto an biggeraudienceto
attenda musicalperformancegspeciallyfocussingon new generationand on less
fortunatecategoriegRegolamentd7/2002) It is thefirst time thatspecificaudience
groups are mentionedin the legislation. This article wantsto encouragecultural
organisationgo openup their provisionto a wider audiencewith a focuson OnewO
generationsand peoplethat are somehowdeprivedfrom attendinga concertor a
show. If As.Li.Co. was one of the first companiesto startin 19961997 with an
outreachprogrammeo meetthe abovementioneddemandsmorecompaniesacross
the country startedwith specialprogrammesabout2002 (Giraldi 2005:2930). In
December2005 an addendumwas madeto the legislationin order to be able to
reducethe amountof funding to cultural institutions due to economicalproblems
(DL 281/2005),which might haveimpacton the programmedor youngstersn the
future. The latter illustrates how vulnerable the entities are when pobaygeb.

In Italy, educations statecontrolledandall schools both public andprivate,haveto
complywith the curriculaandteachingmethoddaid out by the MIUR (the ministry
of public educationuniversitiesandresearch)Educationis compulsoryarnd free of
chargefor all children betweenthe agesof 6 and 16. In the legal decree76 dated
April 2005 it is noted that:

La Repubblica promuove l'apprendimento in tutto l'arco della vita e assicura a tutti
pari opportunita di raggiungere elevati livelli culturali e di sviluppare le capacita e
le competenze, attraverso conoscenze e abilita, generali e specifiche, coerenti con le
attitudini e le scelte personali, adeguate all'inserimento nella vita sociale e nel
mondo del lavoro, anche con riguardo alle dimensioni locali, nazionale ed europea
(Therepublicpromotedearningthroughoutife, andoffers everyonethe opportunity
to catch up with higher cultural levels. It also offers opportunity to developthe

capacity and competence, through general andfgplkicowledge as well as skills,
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in line with personabehaviorandchoicesneededo be ableto integrateadequately
into socialandprofessionalife, andwith a view on thelocal, nationalandEuropean
dimension.) (DL 76/2005).

Soaccordingto this legislationit is theambitionof the Republicto promotelearning
throughoutthe cycle of life andto give everyoneanequalchanceo gaintheskills to
keep up with all aspectsof everydaylife. Music and art are also part of the
education.lt is compukory in primary schooland becomesoptional for the first
yearsof secondaryschoollevel. OArtand imaginationGn primary schoolis at the
samelevel as languageand music educationand is seenas an opportunity for
childrento expressthemselvesand conmunicate.For the first gradeof secondary
schoolmusic educationspecifically should promotethe active participationof the
studentsdoth aslistenersaswell asperformersThey shouldalsobe ableto analyse
the phenomenorof Osoundi@ everydaylife (Ministero della Pubblicalstruzione
(Ministry of Public Education) (20062007)[online] 2006;DL 59/2004and76/2005

as well as circolare 84 and 85).

Although the curriculum givesroom for artistic and creativeprojectsat schoolthe
generalmeaningof schoolmusicis not always positive since a real structurefor
musicaleducationin the compulsoryschoolsystemseemsto be missing(Balestra
and Malaguti 2003:27).So when we take into accountthat lyrical theatresshould
reacha Owider@moreliverse@rd youngeraudiencgasmentionedn Regolamento
47/2002)thenasBalestraand Malaguti continue,Cercare un nuovo pubblico risulta
dunque un’esigenza vitale per molti enti che deve essere contestualizzata in un
orizzonte pin ampio di formazione del pubblico, l00king for a new audienceresults
in a vital requirementfor a lot of entitiesthat haveto be contextualizedn wider
setting to stimulate the awarenesof the public to distinguishand to appreciate
(2003:28)
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[11.3.2 Company mission statement

Both encouragingand promotingoperaare centralto As.Li.Co.Osbjectives lts aim

is threefold:to identify young, exceptionalsingers;to provide musicaland theatre
trainingsfor theseartists;andto produceoperaperformance®f the highestlevel in

which theseartistshavethe opportunityto displaytheir skills. In principleall As.Li.

CoOs activities involve these aims. There is:

- The annual competition selecting promising singers. The laureates
receivea training courseandtakepartin operaprodudions; assuchthey
have the opportunity to develop their talents on stage.

- The EurOperaStudioof which As.Li.Co. is an active member. This
Europeannetwork aims to organiseand promote opera studio work
(small scaleoperaproductionswith young singers)at a Europeanievel
between training centres and opera theatres.

- Opera Domani, a project conceivedand run by As.Li.Co. and the
LombardianRegion since 1997, in order to preparea young and new
audienceto opera through the training of teachersand through the
presentation of specific productions for children.

And sinceJanuary2002,As.Li.Co. hasmanagedhe regionaltheatreTeatroSociale
di Como. The programmeinvolves theatre,dance,operaand concerts.It tries to
reach a broad audiencewith performances at the theatrein Como and in the
Lombardian region.
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[11.3.3 General view on performances and audiences

As.Li.Co.is a smallcompanywith limited resourcesthuswhenlooking at audience
numbersone hasto takeinto accountthatthe seasorrunslargelyfrom Decembeto
April and that touring productions are not integrated in these audience numbers.

Thusin 20032004the organisatiormreachedabout17,200people(Table10)in 2004
2005 about 1,200 more. Since As.Li.Co. runs the regional theatrein Como their
programmeis not restrictedany longer to operaand lyrical works. Comparedto
20032004 thetheatretakesa moreimportantplacethanthelyrical (opera)worksin
2004-2005.

Table 10: Audience Numbers per genre at
As.Li.Co./Teatro Sociale di Como in 2003-2005

Teatro Sociale di Como

Genre Audience Numbers
2003-2004|Lyrical 8,200

Dance 2,000

Theatre 6,000

Concerts 1,000

Total 17,200

Genre Audience Numbers
2004-2005|L yrical 6,154

Dance 1,800

Theatre 8,500

Concerts 2,000

Total 18,454

Not includedin this tablebut interestingto seewherein termsof audiencenumbers,
is the Opera Domani-project and the young audiences programme at the Teatro
Socialedi Como(TS Junior). The two projectsreachedl2,200youngstersn 2003

2004 andincreasedo 18,720in 20042005. The latter showsthat this youngsters

project reaches as many attendees as does the programme for the general public.
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II1.3.4 General view of the budget

Fig. 10a and b: income TSC 2004 and 2005

As.Li.Co. workedwith a stablebudgetfor the pasttwo years,200405 (figure 10 a
and b). About 51% is statefunded and the other half involves ticketincome and
sponsorship.The rather rigid situation of this budget makesit difficult for the
organisationto grow. In December2005the governmentannouncedudgetcutsfor
cultural institutionsup to 15%. A new governmenthas beenput into place at the
beginning of 2006, so this might alter certain decisions in the future.

Fig. 11a and b: expenditures TSC 2004 and 2005

As.Li.Co.is the smallestcompanyin this researchbut hasthe highestinvestmenin
its educationalprogramme.60% of the expendituresare reservedto the artistic
programme;:30 % goesto personnelfigure 11aandb). 7% of As.Li.Co.O®verall
budget(€ 700,000in 2005) is investedin the OperaDomantproject. The other

sources of income ate100,000 from the Lombarian Regidn150,000 from the
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Fondazione Cariplo, contributions of the cities taking part in the project and ticket

income.

II1.3.5 Education within the company

In 2006, Opera Domani celebratesits tenth anniversary.Today one finds other
educationprojectsin Italian operahouses suchas Oimparoloperg@arn opera)in
Parmaor ScuolaallOOperan Ancona, but when As.Li.Co. startedits education
programmat wasa pioneerof its kind. La Fenice,the OperaHousein Venice,did
someeducationwork in Veniceandthe mostactivetheatrein thefield in thosedays
was the Teatro Regio in Torino. It was the first Italian theatreto realize the
importanceof educationprogrammedgor a new generation Apart from educational
projectsthe theatrealso producesoperasespeciallywritten for children (Giraldi,
2005:29-30; TeatroRegio Torino 2002). But the first companyto setup an opera
production unit for children, accompaniedwith a full training programmefor
teachersin orderto give themthetoolsto work on operain their classesywasAs.Li.
Co.

111.3.5.1 History of the educational programme at As.Li.Co.

The educationalprogrammeOperaDomani was developedabouta year after the
new managemenstartedat As.Li.Co. The organisationnotedthat in the field of

youth theatrea lot of interestingprojectsfor youngstershappenedput thatin the
field of music this was completelymissing. The organisationalso realisedthat its

audiencavasgrowingolderandthatthe rich musicaltradition Italy hadandstill has
risked being hidden from the knowledgeof a whole generation.They therefore
reflectedhow they could reach the Onewgenerations@nd make music/operamore
appealingto the young onesby presentingwork for the youngestgeneration.This

resultedin a programmecentredon a performanceof an adaptedversionof a major
operawork addressedo primary schoolchildren. The young singersthat won the
As.Li.Co contest sing the opera.
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In order to preparethe children attending the performance,a teacheitraining
programmehas beenput into place.It offers teachershe tools to introducetheir
pupils to the work they are going to see.Completelyin line with Italian tradition,
and with some nostalgia for the old days when every Italian knew the most important
operaariasby heart,the childrenlearna coupleof ariasandchoruseseforehandn
class, so that they can sing
along with the artists on stage
during the performance.This
links in with Italian Opera
tradition from the past, when
peopleseemto have sungthe
ariasfrom VerdiO®peraon the
street as if it were popular
songs (Porter 1995; De Van
2005).

Photo 9: Opera Domani Performance © As. Li. Co

OperaDomanistartedin 1996, with its first performancen 1996,andwasand still
is a joint initiative with the authoritiesof the LombardianRegion. The first opera
restoredvasanadaptedrersionof ChristophWillibald GluckO$17141787)Isola di
Merlino. 7,000 children sawthe performance 180 teacherdook partin the project
andeightcities/villagesfrom the Lombardianpartneredwvith As.Li.Co. to makethis
performancetour throughthe region. The way of working, with a small staff but
with activecollaborationof the teachersandthe theatresnvolved, makesit possible
to reacha largegroupof participants Fromthenuntil 2002,the projectincreasedn
numbersboth of audiencesaswell asteaclerstaking part (seeTable11). Thenthe
numberof teachersnvolvedin the projectstagnatect 1300teachersinceit wasthe
maximum capacity the project could deal with accordingto the resourcesboth
humanandfinancial, in orderto keepup the quality standardsAs.Li.Co. wantedto
guaranteeThey want the performancego be exquisiteexperiencegor this young

audience.
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Table 11: An overview of productions, frequentation, number of teachers taking part project,

and cities involved in the Opera Domani project 1997-2006

An overview of productions, frequentation and cities involved in the Opera Domani project

Year |Production Audience|Teachers| Cities/Villages involved

Cesano Boscone, Cologno
Monzese, Como, Lecco,
Milano, Pavia, Varese e

1997 |Isola di Merlino (G. W. Gluck) 7,000 180 Vimercate

Brescia, Como, Cremona,
Lecco, Lodi, Mantova,
Milano, Pavia, Sondrio,

1998 |Isola + Il Flauto Magico (W.A.Mozart) 15,000 300 Varese e Venezia
Tutte e province della

1999 |ll Flauto + La Fiaba di Cenerentola (G. Rossini) | 25,000 780 Lombardia
Tutte e province della

2000 [Don Chisciotte ( J. Massenet) 30,000 880 Lombardia + Trento

Tutte e province della
Lombardia + trento,
Piacenza, Bolgona e

2001 |Falstaff ( G. Verdi) 35,000 1,200 Venezia

Le province della
Lombardia e diverse citta di
2002 |Guiglielmo Tell (G. Rossini) 36,000 1,300 altre regioni

Le province della
Lombardia e diverse citta di
2003 |Orfeo ed Euredice (G.W.Gluck) 38,000 1,300 altre regioni

Le province della
Lombardia e diverse citta di
2004 |L'elisir d'amore di ( G. Donizetti) 45,000 1,300 altre regioni

Le province della
Lombardia e diverse citta di
2005 |L'Amore delle tre melarance ( S. Prokof'ev) 46,000 1,300 altre regioni

Le province della
Lombardia e diverse citta di
2006 |Don Giovanni ( W.A.Mozart) 50,000 2,000 altre regioni

Forthetentheditionwith anadaptedrersionof WolfgangAmadeusViozartO§1756
1791) Don Giovanni, an increaseof participantsis again expected.The jubilee
versionis part of the festivities organizedaroundthe commemortion of Wolfgang
AmadeusMozartObirthday 250 yearsago,andit sitsin RESEOOBuropearProject
Mozart Ways (exploringeducationaprojectsbasecon MozartOwork). This resulted
in anincreaseof resourcesandthusin anincreaseagainof the numberof teachers
involved. More cities thanevertake partin the OOper®omani©Oproject. Prognoses
arethatthejubilee versionwill reach50,000youngsterandfamily membersaswell
as 2,000 teachers taking part in the training programme.
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11.3.5.2 Educational mission

Basedon internaldocumentsand on information availableon the websiteof Opera

Domani, the following aim could be highlighted:

Operais not part of young peopleandthusunknownto them,thusthey cannot
relate to the four centuriesof operathat is part of their cultural heritage,so
througha well-establishedgcomprehensiveperaeducationprogrammeywhich is
stimulating and creative, As.Li.Co. wants to make opera appealingto these

youngsters.

With the ‘Opera Domani’ — programme the collaborators want to make young
people curious for opera and initiate a love of opera. Therefore one needs to work on
a continual basis. Thus Opera Domani decided not to work directly with the
youngsters, but with their teachers. The programme helps them to familiarize their
pupils with the artform and to prepare them for the opera performance linked with

the project.

111.3.5.3 Structure: Place of education in the company

Both in the structureof the Company(As.Li.Co.), asin the structureof the Teatro
Saciale di Coma,Opera Domani is classifiedasa projectwithin both (table12). As
mentionedin the snapshobn As.Li.Co., Opera Domani, althoughperceivedin the
organoramasa project,is at the centerof the CompanyQghilosophy(seep.127)and
as a prorment place in the CompanyOs overall budget (see fig. 11 a and b).
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Table 12: Place of education within As.Li.Co./TSC (As.Li.Co. website [online] 2006).

General Management:

Direttore artistico

Amministratore delegato

Direttore organizzazione e sviluppo

Theatrical services:
Coordinamento servizi teatrali
Biglietteria

Biglietteria palchi

Servizi teatrali e custodia

Artistic Department:

Coordinamento attivit”™ lirica
Segreteria artistica

Curatore programmazione teatrale
Consulente musicale attivit™ formative
Consulente Circuiti teatrali lombardi
Servizi musicali

Maestri preparatori

Administration:
Responsabile controllo di gestione
Amministrazione attivit™ teatrali

Production Department:
Direttore di produzione
Segreteria di produzione
+ collaboratore

Publicity:

Responsabile Promozione e Ufficio stampa

Relazioni internazionali
Promozione e gruppi
Associazioni e scuole

Communication and graphical design:

Media e graphic designer
Conzulenza e sviluppo Web
Consulenza marketing

Projects:

Opera domani... :
Responsabile progetto

Consulente progetto didattico
Segreteria organizzativa (3 pers.)

Coro As.Li.Co:
Maestro del coro
Segreteria organizzativa

Coro Voci Bianche:
Maestro del coro
Impostazione vocale

Scuole:

Scuola di danza classica
Scuola di danza moderna
Scuola di teatro

The presidenbf As.Li.Co. is the artisticdirectorof the TeatroSocialedi Como.The
organisationabnd developmendirectorat TCS is nameddirector of programming
for TCS at As.Li.Coand is also project leader {Opera Domani.

111.3.5.4 Education Programme

The educationprogrammels basedon training sessiondor teachersworkshopsin
schools and the performancesacrossthe Lombardianregion. The teachersare
required to participate in two meetings(8 hours; 12 hours for those who are
participating for the first time). These meetings take place in the regional cities that
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host a performance in their theatre that year. Currently sixteen cities, from Trento to
Fermo,takepartin the project.A staff of 7 rotatesbetweerthesecitiesto preparethe

teachers.

The training sessions offer
teachersvarious OlessorplansO
that can be implementedn their
teachingschedulgor the months
prior to the opera performance.
Thus the teacher can choosethe
most appropriatemodel for their
class.

Photo 10: Teacher singing in class © As.Li.Co.

All modelsare basedon an interactivestructure,requiring creativeinput from the
pupils. The methodusedis called Ostradgiocattolo(streetgame). The word game
is applied in a sensethat the programmeuses an object that is manipulated,
assemble@nddisassembled applicable It canbe workedwith in groupsor on an
individual basis.Various schoollevels are addressedelementary(6-11 yeass old),
and secondary(11 to 14 yearsold). Thus different skills are stimulated;at the
youngesievel the programmeconcentratesn the developmentf movemenskills,
for the older studentsthe project focuses on musical analysis and on the
interdisciplnary aspectof opera,e.g.with history andsociology(seeoutline for the
projectof Don Giovannitable 15). Carlo Delfrati, responsiblefor the pedagogical
partof OperaDomani,believesthat ‘it is important for young people to understand
that opera is not simply a means of entertainment. If one knows how to make the
opera speak to us, one finds out that it has a lot to tell us about life in general, about
people’s lives more specifically, about society and history’ (Speechto membersof
RESEO 2005). Take for examplethe programmebasedon Wofgang Amadeus
MozartODon Giovanni. Severalaspectof operaareintegratedin the introductory

process to the Opera performance (Defrati 2005:3):
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- Getting to know the libretto (or parts of the libretto) linked with
recitation for example each group learns one scene. Discuss the
charactersO personality before listening to how Mozart portrays them.

- Interpret the eventsof the opera using motor skills suchasgestures,
pantomime, and dance. Or perhapswith drawings comic strips.
Visualize scenery, costumes, sketches.

- Reinventthe story incorporatinga seriesof ingredientshatcanbe used:
characterr situations.Thencomparethe inventedstory with the one of
Da Ponte.

- Listen to scenesof the operaand appre@te the contribution of the
music to the plot.

- Add music to the stories that have beencreated eitherwith recorded
music or with sound effects created by the participants.

- Analyze the literary and musical aspect®f Don Giovanni.

- Stage a reduced versiowf Don Giovanni.

Teacherdor the first time involved in the programmeare invited to a preliminary
meetingincluding initial activities wider than the scopeof opera.The guidelines
followed are that:
- music for children is fun and amusing.It is also a form of
communication;
- there is also music in the spoken word

- singing is a two dimensional language including words and music

Singingwith their studentss a crucial partof the programmesincethe childrenwill
sing parts of the operaperformedwith the artists during the performance Every
seasorthe programmeis evaluatedand adaptedwvhere needed.The choicesof the
works performedare also influential to the outline of the didactic course.At the
momentOperaDomanireachesabout1,500teacherswho involve 45,000students
in the projectand eighty performancesn 16 cities are given. Not all performances
areexclusivelyopento schools.Since2004,family performancesrealsopartof the

programme.
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Becauseof OperaDomaniOgenth anniversary,As.Li.Co. decidedto organisea
major surveyquestioningheteacherghattook partin the programmeoverthelast5
years(about800). The findings show that 33% of the teacherscameto an Opera
Domani productionfor the 4™ or 5" time in a row and are thus very loyal to the
programme they are convincedthat the project leadsto a remarkableincreaseof
musical knowledgeto their pupils. The following list gives the most striking
outcomef the questionnairen 10 yearsOperaDomani(unpublishedesultsOpera
Domani 2006):

* 72% of the teachergquestionedvere convincedthat participatingto
the projectresultedin aremarkablancreasan the musicaleducation
of the pupils.

* 91.8% of them statedthat the project had a major effect on the
singing skills oftheir pupils.

* 89.1% believed it improved the pupils listening skills.

e 32.4% believe it had impact on the developmentof pupilsO

imagination

e 32.4% were positive about the developmentof their pupilsO

knowledge of music history.

Whenaskedwhatthey did to preparetheir studentsn class,activitieslaid out were
for instance:86% music making, 70% preparingto listento opera,67% pantomime
and playing scenest7% working with visual artsin the frame of the operatheme,
59% work on musicfor the perfamance 51% work on the link betweenmusicand
word in singing,and40% on inventingvariationsto the story of the operatheywere

going to see.
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A total of 39% of the teachersbelieved that children having taken part in the
programmedo go spontaneoug to a lyrical performancewith 51% stating they
couldnotanswerthe question More than70% of theteachersansweregositivelyto
the questionwhetherthe training helpedthem Opedagogically@ percentagehat
growsto over80%whenaskedf thethedrical andthe singingtrainingwasof useto

their work in class (unpublished results Opera Domani 2006).

When As.Li.Co. started to manage the Teatro Sociale di Como (January 2002). This
did change the provision of activities for schools and in training provisions. Thus
nowadays the theatre has a real ‘junior’ section for elementary and secondary school
as well as high schools: Il Sociale Junior. This is a day-programme with music,
theatre and opera for children and young people. Secondary and high schools are
also welcome to attend some of the evening performances. The programme is also

available for teachers and some parts are open to families.

[11.3.6 Education Narrative

The interview took place on 9" of December2005 at the offices of the Teatro
Socialedi Como. The intervieweeis managingdirector at the theatreand hasbeen
projectleaderof OperaDomanisinceits inceptionin 1996.In the narrativeshewill
be referred to as OCO.

Personal context

OCQ@rew up in a very positive atmosphereHer familyOsnotto was basedon: Stick
together and see things in a positive way. This hasbeenvery importantto her. The
older shebecomesthe moresherealiseshatthis positive messagdérom her mother
and fatheris vital. Shehasone sisterand two brothers.The family lived in a big
houselocatedin avillage outsideMilan. The housewasalwaysfull of people.There
was always somethinggoing on. In short they were a happy family, with no
financial problems. So OCQuvas neverdeprivedof activities she wantedto do at

school.
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Her motherandfatherwerevery openminded.Thefamily oftenwenton trips to see
othercities, museumsexhibitions,danceperformancesart andtheatre OCQ@lid not
know until later that her mother did word performancesbut doesremembershe
made her children read Shakespeare, all reading one role on after the other.

Her father was an engineer constructing motorways and her mother was a
pharmacistHer father did play the piano and had a broad knowledgeof classical
music. Therewas always music on at home.Her motherloved theatreand ballet.
Unfortunatelyshedied when OCQurnedeighteen That year OCQventto university
to study philosophy. But after a while she decidedto follow the two years
managementoursefor cultural operatorsorganisedoy the Piccolo Teatroin Milan.

In the secondyear she startedworking for an editor who specialisedn publishing
plays, especiallyexperimentalpieces. Thus OCOlearnedo know all avantgarde
companiessomeof which are now very famousand tour with proseand lyrical

theatre.

First contacts with opera

A personalpassiondrew OCQo the Teatroalla Scalaat the ageof 22 B 23 to see
opera.Sheaddsindeed that late, becausébeforethat ageb althoughstimulatedby
her parentsattendinga performancavasnot somethingshedid spontaneouslyOCO
blamesthis to the way the Arts were treatedat compulsoryschoolwhen she was

little. There was no stimulus at all.

‘Con la scuola non ho mai fato niente d’interessante (at school we did not do
anything interesting)’ shesays ‘la musica per noi era niente (music did not mean
anything to us)’. And if they would go to one of the scarcetheatreperformances
planned ‘andava per far casina, perché c’era con nessuna preparazione, nessun
gusto.(we would go to make trouble, because we were not prepared and we did not
want to go either)’ thusit wasa Obadéxperiencen any sense Thoseoutingsare

associated more with the idea of having a day out of class and without courses, than
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with the philosophyto go andseea performanceor to do somethingspecial.Today
thereis room for workshopsandto experiencemusicin a differentway. Thereis a

lot of investmento addresgheartsin a positivemanner. OCQecogniseshemissed
this during childhood.Shethinksthatif schoolhadbeenmorestimulatingshewould

have studied more music. Her passionfor music and theatreonly camein her

twenties.Nowadayssheis completelyconnectedo musictheatre Whensheattends
a spoken theatre perfoance she realises she misses the music.

It is interestingto note here that OCGseesschool as the institution that should
stimulatea love of the Arts in childrenandyoungstersAlthough shegrewup in a
culturally openminded family, she did not raise this as determiningthe artistic
choicesshe made later on, though one might implicitly concludethat the home
atmosphere had indeed influenced her future career.

Work in Opera Education at As.Li.Co.

During the first sevento eightyearsof her professionallife, OCQvorkedin theatre.
At the ageof 25 shemovedto the musicsector first for the musicfestivalin Como
that programmedclassicaland early music, then aboutthree yearslater for As.Li.

Co. It is at the latter that shelearnedmore aboutoperaandlyrical theatre,andthat
she became really passionate about the artform.

Whensheenteredthe organisationrabout12 yearsago, As.Li.Co. reacheda turning

point. It wasa small, traditionalandratherclosedkind of company.Bruno Dal Bon

be@me the new managerand askedOCQo come and work at the organisation.
Togetherthey developeda new strategyfor the company.As.Li.Co. hadto become

more dynamic,moreinnovativeand neededo presentmore productionsWhenthe
strategywas setOC@ntaed the companyto work for the pressoffice, but after one

year she knew she wantedto do somethingelse. So she startedto analysethe
situationof operaandtheatrein the regionAs.Li.Co. wasactivein. OCoticedthat
therewasa dynamismmissingin the sectorandrealisedthat the audienceattending
concerts and performances was rather old. Therefore OCO suggested Dal Bon to try
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andbring a new dynamismin the operaticfield andto focuson childrenandyoung
peoplein orderto bring themin contact with an importantpart of ItalyOscultural
history. He was positive about the idea and proposedthat OCOdevelopeda
programme basedon what happenedvithin youth theatreat the time, which was
alreadyvery active in the mid 1990s.Qlbbiamo fatto con volgendo subito Carlo
Delfrati perché ovviamente ci mancava con la preparazione di didattica e confronti
degli insegnanti’. (The first oneto comeandreinforcethe teamwas Carlo Defrati,

because OCO lacked knowledge on didactic material and on wdtkitepahers).

Originally As.Li.Co. wantedto createa projectthatwould bring Operacloserto the
childrenin apleasantvay. Thefirst versionof the projectwasdevelopedn a playful
way. They hadto try thingsout, becauset wasnot somethingAs.Li.Co. hadon the
programme,and it did not exist in Italy at that time, so they had to see for
themselveswhat worked and what not. Sporadically Italian housesdid invite
childrento a dressrehearsalput nothing more. As mentionedearlier in this case
study the educationwork at the operain Italy wasscarcewhenAs.Li.Co. started,so
OCGocusedon what happenedn a Europeanscale,and usedtheseexperiences

whilst designing the structure for the Opera Domani project.

Centralto thework is to seehow youngpeoplecangetinvolvedin opera.To dothat,

Q@ capire come awvicinare le ragazze’ one hasto understandhowto reachthemO.
This drivesherin the work shedoes.OCQ@ocusedon young peoplebecausehis age

rangefascinatesher a lot, althoughif time would let her she would also develop
small projectsfor little childrenaswell asa symphonicversionof OperaDomani

since, the Teatre Sociale di Como programmes are wider than opera.

Crucialin this work is that shewantsto offer childrenandyoungpeoplea positive
experiencewhen coming to the theatre.This belief can be related back to the
negativeexperienceshehadwhenshewaslittle andwhich hada negativeeffecton
how sheperceivedhe arts.This experiencemplicitly resultsin a strongneedto give

young people the chance she missed. It is not mentioned during the interview,
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but this thoughtsuggestghat she hopesa positive experiencanight lead to young
peoplebeinginterestedn the arts. Thoughpersonakhoiceis definedthrough more
criteria than a good experiencejtake for instancethe influence of friends and/or
family (Lievens and Waege 2005; Bourdieu 1979 a and b; Reay 2004).

Challenges and changes

When asked which changeschallenged her work throughout the years OCO
mentionedthat everyyearthe OperaDomantprogrammes evaluatedand adapted
where appropriate.The Europeanconnectionsuch as the meetingswith RESEQ
colleagesoffers OCCGand her team the opportunity to look at this evaluationin a
broaderand more openway. Shegivesthe Europeanconferenceon Mozart (which
took placeat the TeatroSocialedi Comoin Septembe005) as an example:@y
listening to and learning from other European projects Opera Domani got new

impulses for the programme designed on Don GovanniO

OCGs certainthat other influenceson their way of working will follow from the

research project Opera Domani set up with the [’Universita Bicocca Della

Formazione Del Insegnante (the BicocaUniversityin Milan in chargeof thetraining

of teachers)to evaluatethe 10 yearsof the programmefrom the teachers@nd the

students@oint of view. Additionally OperaDomanisentout a questionnairgo all

teacherghattook partin the projectover the lastten years(part of theseresultsare
integrated in this case study). The results of these researchprojects will be

interpretedwithin the future work of OperaDomani. OC(believesthe programme
still hasthe potentialto grow. The first ten yearsshowedthat a projectcould bring

opera closer togung people, now OCO wants to work more on families.

Oggi vengono le genitori con le bambini, preparate a cantare [’opera
insieme. Questa era una cosa particolare perché ho portate vedere l’opera a

dei persone che normalmente non andava piu. E quindi e un meccanismo
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importante di sensibilita (today parents come with their children, ready to
sing the opera together. This is a remarkable thing because it brings people
to the opera that normally would not come to see an opera anymore. Thus

this is an important mechanism to sensitivity).

In thisway onewould reacha groupof peoplethatotherwisewould notfind thetime
to go to opera.

But the biggestinfluenceon the work camewhen As.Li.Co. startedto managethe
RegionalTheatrein Como.From that day onwardsthe work on accessibilitygrew
wider thanthe OperaDomaniproject.lt is not only restrictedto opera,but involves
also theatre,dance and concerts,open to young people and families. In 2006,
As.Li.Co. has producedsix operaproductions.One is the productionfor Opera
Domani,basedon a work from the repertoire but adaptedo a youngaudienceand
families with children.And two othersare alsoadaptedversionsof operasfrom the
repertoire,to be played in the smaller historical theatresthroughout the region.
Pocket Opera involves chamberversionsof big operastailoredto the measure®f
thesesmall theatreghat do not havethe logisticsto stagea full opera.lt offersthe
opportunity to bring the artform to those peoplethat are not able to attendthe
productionsin the bigger housesand thus makesthis part of the cultural heritage

more accessible to a wider audience.

Changing ideas

On the questionof what influenced her ideas OCQOanswersthat the European
experiencewas very important to her. During the RESEGmeetingsand joint
projectsshelearnedwhat other colleaguesdid and how they worked, but realised
thatit wasnot simpleto implementsomeof thesewaysof workingin Italy sincethe
structurewasvery different. The situationin schoolsis betterthanit waswhenshe
wasa child, but the placefor musicandtheatrein schoolsis still very limited, if she

compares it for example with England, where music is more present in schools.
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Music teachingat schoolin Italy is feebk accordingto OCOhut onehasto addthata
lot dependson the teachersthemselveslf they are willing to work on music or
theatre beautifulthings canemerge Ohere are theatre workshops, and there is the
atmosphere to bring children to performances, and/or to take part in the Opera
Domani — project, but in general there is not much attention for music and art in
schools’. Art as a discipline is not present and music is only a course of one hour a
week in primary and in the first years of secondary school. So, as said a lot depends
on the teachers and the institutions themselves’ OCO concludes. This
connects/supportthe argumentof Balestraand Malaguti they talk aboutthe big

challenges for institutions working with Onew® audiences (2003:28).

What canbe learnedfrom this answeris somethingthat could alsobe noticedin the
previouscasestudies.Although OCGeesit as a changeof thinking, it is rathera
changein herway of working. OCQvantsto bring operato young people,because
herline of thinking very strongandis still the same:shewantsto shareher passion

for this artform with the new generation,

The place of the programme within the opera company

The accessibilityprogrammeis an integral part of the company.The educational
aspecis atthe heartof the companyQmissionstatemenandis sharedhroughoutby
the managementAs OC@xplainedearlier,shehadthe chanceto designit andhad
the possibility to developit. OperaDomanihasdevelopedandrunsover the whole
of Italy at the moment,but since her taskwithin the companyis much wider now
(she has beenmanagingdirector of the Teatro Socialedi Como since 2002) she
follows it only from the sideline. The project hasbecomemuch more stablesince
As.Li.Co. hasbeenhousedat the TeatroSociale.In Comoit is now partof a wider
schemeof activities to bring a young audiencein to contactwith theatre,opera,
danceand music. And OCQealisesthat this strengthenedhe project. Sheseesthe
teachersof Comothewhole yearroundnow, to attendwith their classa rehearsabr

a performance, or to visit the theatre. It has become a more complete programme to
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them. In the 2006 seasorfor instancethereis a play on MozartOdife andthey can

attend a performance of Opera Domafi&sGiovanni.

The educational work in relation to the wider cultural context

‘In Italia ti diro ci e stato un momento quattro, cinque anni fa in qui sera molto di
piu. Adesso sono un puo’ ritornato indietro, per questo crisi economiche (I tell you
the last four, five years there were a lot of projects. Today we went one step back

because of the economic crisis)O.

Over the last five years more educationprojectswere developed,but now most
houseshasto move one step back, due to the economiccrisis. But not only the
economiccrisis, also the managementrisesat the top of severalcompanieshada
negativeeffecton the developmenof accesprogrammesn Italy. Therehavebeena
lot of changedately. This of courseis not ideal for the functioning of a houseor
company Sheaddsthatthosethatweredoingalot of goodthingsstill continueto do
so. Shementionsfor example,|OAccademi&antaCeciliain Romeand the Teatro
Regioin Torino. La Fenicein Venice sporadicallyorganiseseducationakctuvities.
And othersdo it by chance,suchasthe projectshesawin Modena.lt wasa new
operacreatedby a young team and stagedby a young stagedirector. OCQOwvas
puzzledthoughto whetherthis was an operafor young people.lt seemednore an
occasionfor a young teamto stagetheir work, than acting as a work wanting to
engagea youngaudienceinto opera.OCGelievesthat therehasto be a connection
betweenwhat happenson stageand the young audience,insteadof just having
children/youngsterevzatchinga showthey hardly understandT his relatesbackto her
own childhood,whereshedid not really have positive experiencesvith the scarce
theatrevisits shedid with school. Thereforeshewantsto presentwork adaptedio
their age range and this is why for instancesinging with the artists during the
performanceis so importantto her. It makesthe children/youngstergngagein
somethingspecial.Sheis convincedhatthis positiveexperiencenight be crucial for

future visits.
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Future perspectives

At the end of the interview future perspectives were raised. If these perspectives had
been outlined six months ago, “C” would have said affirmatively that the Opera
Domani would continue to develop further in the region, but today she is much more
careful because the current budget cuts have meant that theatres will invest less in
education. The funding cuts have put the current Italian opera world in a crisis
according to “C”. Some theatres have problems just to provide an artistic
programme, thus all additional projects such as education are often cancelled. This is
a trend “C” regrets. She would like to prove that if people attend performances when
they are young, they are likely to return to the theatre when they are adults.
Therefore “C” hopes her Italian colleagues which started over the last four/five years
will continue to operate, but all depends on how the political and economic situation

develops in the next months/years.

As for the theatrein Como, OCQwill continueto developthis branch.To her it
remainsimportantto seehow the youngeraudiencecanbereachedIf shehadmore
time the programmewould developmorestrongly,but for now therearea coupleof
thingsshewantsto work on. On the onehandthereis the work with little childrenin
kindergarterandtherearethe performance®y youngartistsfor childrenshewants
to promote.And on the other hand she wantsto develop projectsfor secondary
schoolchildren,to evolve what they startedthis seasormas an experimentwith two
operas.Over a period of time the studentshad the opportunityto meetthe stage
director, to follow a rehearsaland to attendthe performance.Since the Teatro
Socialedi ComoalsoprogrammesymphonicmusicandtheatreOCMopesoneday
to designa versionof the Opela Domaniprogrammefor classicalmusic, because
nextto operathatis an artform that accordingto OCeedsto be broughtcloserto
youngsters.Here she underpinsthe fact that classical music is not structurally
presenin compulsoryschoolandthereforedistancedrom the youngsterséveryday
life (BalestraandMalaguti2003).Whentheydo notknow theartform, it is hardfor
them to know whether classical music is something that they might/might not
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appreciatgJohnsor2002),so aneducatiorprogranme suchasOperaDomanicould

according to OCO make that knowledge gap a little smaller.

I11.3.7 Education narrative in context

Again this interview highlightsthatthe operapractitionerOgew is mostof all led by
personalbackgroundand a personalpassion, but also by the situation she works
from. Shegrew up in a cultural minded background.Her parentsoffered her the

appetite for a wide range of cultural expressions.

As distinct from her British and FrenchcolleagueOCQ@loesnot havea pedagogical
training, but is trainedas a cultural managerwhich hasinfluenceon the way she
expressedier beliefs. One noticesthat her belief is much more directed by the
cultural ratherthan educationalconcernsltaly is the country where operastarted,
andthroughoutthe interviewit is clearthat shewantsto shareartistic tradition with
young peoplein a way she never experiencecherself. Negative experienceswith
culturalvisits at schoolseento havediscouragedherfrom goingto a performancef
not stimuated by her parents,and to study music during her youth (pp.154155).
This influenced OCOQstrong belief that through her work she wants to give
youngstersthe chanceto take part in a positive arts experience. Sheis very
concernedaboutthe future of this part of ItalyOscultural heritage,in the sensethat
shedoesnot want new generation®f Italiansto forget what this heritageis about.
This view is rootedin Italian cultural policy; namelythe wish to connectwith the
rich culturalheritage andto makesurenewgenerationgearnto know it, but not just
that,alsolearnto appreciatehis heritagethatis steepednto ItalyOsistoryaswell as
the countryOsultural policy (seepp. 134, 138140; Porter 1995; De Van 2005;
Walker 1995).

Therehad beentimesthat Italians knew the mostimportantariasandtunesby hard
andtendedto sing themin the streets(Porter1995), but this hasended.The lyrical
aspectof operawas and is still importantin Italian operaperformancespbut OCO

noticed thatvhen she started to work in the field of opera, the artform had lost a lot
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of its dynamism.The audienceattendingit wasratherold. So shewantedto develop
a programmethat would bring a new dynamismto the Italian Operatradition.
Altought the schoolsituationis better now than it was when OCQvas young, the
place of musicin schoolis still problematicand dependson the goodwill of the
teachergpp. 158159). Thereforesheand her generalmanageisawit aspartof the
companiesmissionto bring opea to young people.A programmewas developed
with the useof the voice, languageand singing at the centreof the pedagogythus
relating back to the Italian Operatradition with the focus on beautiful voicesand
lyrical arias (Porter 1995; Grout and Rah 1988).

Thoughthe programmaes revisedeveryyear,the format hasnot really alteredover
time, but its importancefor the companyand the rest of northernltaly grew a lot
sinceit startedin 1996,andbecamea modelfor othertheatresFrom 2002onwards,
more lyrical theatresstartedto integrateor to seethe importanceof education
activitiesin their programmep. 145),following the guidelinesof the newlegislation
stipulatingthat the lyrical organisationsn Italy hadto try to reachnew audences
(regolamente47/2002),the reachof the OOper&omaniOncreasedpartly because
thetheatresn northernltaly adoptedandsupported¢he programmemorewidely and
partly becausethat year As.Li.Co. got its own theatre.The latter brought more
stabiity to the programme, which offered possibilities to grow. Though
educational/outreactvork is very vulnerable(it is generallythe first activity to go
whentherearebudgetcuts),it hasa morestablebasisat As.Li.Co./TeatroSocialedi
Como,sinceit is supporteddy the generamanageandby personOC@ho manages
the theatre for As.Li.Co. It remains to be seen what happens when both change jobs.



